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WALLA TE: 


FALSTAFF — Verdi 


Complete recording. Giuseppe Valdengo; Herva Nelli; 
Nan Merriman; Cloé Elmo; Frank Guarrera; 
the Robert Shaw Chorale 


ALP1229-31 


OTELLO— Verdi 


Complete recording. Herva Nelli; Nan Merriman; 
Ramon Vinay; Giuseppe Valdengo 
ALP1090-2 


VERDI'S REQUIEM 


Giuseppe di Stefano; Cesare Siepi; Fedora Barbieri; 
Herva Nelli and the Robert Shaw Chorale 


ALP1380-1 
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BEETHOVEN’S CHORAL 
SYMPHONY 
with Eileen Farrell; Nan Merriman; Jan Peerce; 
Norman Scott and the Robert Shaw Chorale 
Also SYMPHONY No. I in C—Reethoven 
ALP1039-40 


FIDELIO — Beethoven 


Complete recording. Nicola Moscona; Jan Peerce; 


Rose Bampton; Eleanor Steber 


ALP1304-5 


“MISSA SOLEMNIS” 


Beethoven 


Lois Marshall; Nan Merriman; Eugene Conley ; 


Jerome Hines: The Robert Shaw Chorale 
ALP1182-3 


All with the N.B.C. SYMPHONY ORCHESTRA 


“HIS MASTER’S VOICE” 
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THE GLYNDEBOURNE 
FESTIVAL 
ORCHESTRA 


conducted by 


VITTORIO GUI 


Symphony No. 60 in C (‘Il distratto”) — Haydn 
Symphony No. 38 in D, K. 504 (“Prague”) — Mozart 
ALP1114 (LP) 


Symphony No. 95 in C Minor — Hadyn 
Symphony No. 39 in E flat, K. 543 — Mozart 
ALPiigs (LP) 


Overture: Tancredi — Rossini 
Overture: La Cenerentola — Rossini 
7ERs5024 (EP) 
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BY “HIS MASTER'S VOICE” 





DON GIOVANNI | pezar 





DonGiovanni. . . . . . «John Brownlee Don Ottavio . . «. «~~ Koloman von Pataky - 
Zerlina . . . . «~~ ~~ Audrey Mildmay Donna Elvira. . . «. « Luise Helletsgruber 
The Commendatore. . . . «~~ David Franklin leporello . . . « «~~ ~~ Salvatore Baccaloni 
Donna Anna . . . . « « Ina Souez Masetto . . . «+ «+ Roy Henderson 
and THE GLYNDEBOURNE FESTIVAL ORCHESTRA AND CHORUS 
Conducted by FRITZ BUSCH. Producer: CARL EBERT *% ALP1199-1201 


(Three records in Presentation Box). This is a recording of the 1936 Glyndebourne production. 





LE NOZZE DI FIGARO. brcer 





Figaro . . «. «. «~~ +. ~~. Sesto Bruscantini Don Basilio . . . «. «+ ~~ + Hugues Cuenod 
Susanna. « wSeSeSCS~SCGrraziella Sciutti The Countess . . . «. ~. +. «~~ Sena Jurinac 
Bartolo . . . «. «. «~~ ~~~ Tan Wallace Antonio . . . . . . +.  .» Gwyn Griffiths 
Marcellina . . . «+. ~~ Monica Sinclair Barbarina. . . . «. « +. Jeanette Sinclair 
Cherubino. . . . . «. « ~~ ~ Risé Stevens Don Curzio . . «. «. «~~ « Daniel McCoshan 
Count Almaviva . . . .  . Franco Calabrese 


THE GLYNDEBOURNE FESTIVAL ORCHESTRA AND CHORUS. Chorus Master: Peter Gellhorn. 
Conducted by VITTORIO GUI. Producer: CARL EBERT. Head of Music Staff; Jani Strasser. 
# ALPS1312; ALP1313-1315. (4 records in Presentation Box.) 








LA CENERENTOLA Rossing 


Clorinda . . . . . « «+ «~ « Alda Noni Don Magnifio . . . «. «~~~ Jan Wallace 
Tisbe «© «© « « « « Pee Cogent Don Ramiro . . . «. . «+ «~~ Juan Oncina 
Angelina . . . ~~ ~~ Marina de Gabarain Dandini . . . . . +. . Sesto Bruscantini 
Alidoro . . . . Hervey Alan 

THE GLYNDEBOURNE FESTIVAL ORCHESTRA AND CHORUS, conducted by VITTORIO GUI % ALP1147-9 


Producer: CARL EBERT Continuo Player: Bryan Balkwill 
The 1953 Glyndebourne Production 





ARLECCHINO Busoni 


Ser Matteo del Sarto . . . . +. Jan Wallace Doctor Bombasto . . . . . Fritz Ollendorff 
Arlecchino. . . . . . +. ~~. ~~ Kurt Gester Columbine. . . . «. «~~ «~~ « Elaine Malbin 
Abbate Cospicuo . . . . .  . Geraint Evans leandro . . . * 4 Murray Dickie 
THE GLYNDEBOURNE FESTIVAL ORCHESTRA, conducted by JOHN PRITCHARD. Producer: Peter Ebert 
ALP 1223 


The 1954 Glyndebourne Production 


* Line-by-line libretti are available. 
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SePVIRTUOSI DI ROMAG 


CONDUCTED BY RENATO FASANO 
This famous Italian Chamber Orchestra 


is appearing at the Royal Festival Hall on July 2nd and at the 


York Festival on July gth and 6th 


YOU WILL ENJOY THEIR WONDERFUL RECORDS OF WHICH THESE ARE A FEW 


Concerto in C minor; Concerto in C; Concertoin G— Vivaldi CONCERTI DELLE STAGIONI (‘‘The Seasons’’ )— Vivaldi 
Concerto No. 3 in C— Valentini 


Concerto in E (‘‘La primavera’ ’ ) (**Spring’’) 
Concerto No. 6 in E—Scarlatti Concerto in G minor (“‘L’estate’’) (**‘Summer’’) 
ALP 1344 Concerto in F (“L’autunno”) (‘Autumn’) . 
Concerto in F minor (<*L inverno ) (**Winter’’ ) 
‘The performances are splendid, as usual with this combination, 


( Solo Violins: Luigi Ferro: Guido Mozzato) 
the recording is excellent’’. ‘Gramophone Record Review”’ ALP 1234 


——s : ies Concerto in F— Vivaldi (Renato Zanfini, Oboe 
seman in G; Concerto c oe Concerto in C— Vivaldi (For the Feast of the Holy 
Concerto in E flat; Concerto in A— Vivaldi Assumption of the Virgin Mary) (Luigi Ferro, Violin) 
ALP 1439 BLP1042 
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AXTL1007, 
Op. 114 Trio. 
The Benny Goodman discography is long, 
varied, interesting, and of high average 
quality. This new record should find a 
place of honour well up towards the top 
of it. M.M. 


coupled with the Brahms 


RIMSKY-KORSAKOV. Scheherazade, 


Op. 35. Pittsburgh Symphony 
Orchestra conducted by William 
Steinberg. Capitol P8305 (12 in., 
41s, 84d.). 
Philharmonia, Dobrowen 
Belgian R.O., Andre 
Minneapolis S. O., ee 
Vienna Op., Qua 
Philadelphia S. ‘ — 
Paris Cons.,  Ansermet 


(9,53) 33SX1007 
« Ie) yore 
RL2503 


(9 Bt} WLP5234 
(tee) x NBL5013 


T5082 
et ALP1339 


in R.I. (3/57) DGM19075 
There are no bad Scheherazades. This one is 
not only well up in the “‘ twostar ”’ category, 
but also one of the two or three best 
versions. It is a marvellous recording, big 
and rich and solid, but also with plenty of 
bite and brightness. Steinberg and his 
players concentrate on the sensuous aspects 
of the score ; their account of the second 
movement, The Story of the Kalendar 
Prince, has a heavy, languorous quality 
not found so prominently in the Ansermet 
or Fricsay readings, the previous leaders in 
the field. . The solo violin, throughout, 
phrases with a heavier expressiveness ; the 
solo bassoon, at the opening of II, treats 
its melody, marked capriccioso, quasi recitando, 
in a very free way (and in this passage the 
recording allows a fascinating resultant bass 
to sound from the open fifths of the double- 
basses). 

A possible limitation on this reading is 
that the consistently glossy, well-nourished 
tone from every department of the orchestra 
may begin to grow monotonous. The 
strings in particular are reluctant to play 
softly, and instead of stealing in piano at the 
opening Allegro non troppo, they pour in with 
a flood of golden tone. For sheer excitement, 
Fricsay has the edge on Steinberg, with a 
crisper attack, a more diversified approach, 
and a stronger reading from a construc- 
tional point of view. But no one who 
wanted to buy Scheherazade could find cause 
for complaint with the new disc—provided 
that is, that they could put up with a coy, 
deplorable, soft-focus, cover photograph. 
Whatever Scheherazade may have looked 
like, it could not have been like this modern 
little model in an “‘ artistic pose”’. A.P. 





RIMSKY-KORSAKOV. The Tale of 


Orchestre de la Suisse Romande 
conducted Ernest Ansermet. 
Decca LXT5311 (12 in., 39s. 74d.). 
Another’ instance of Ansermet and his 
orchestra being particularly well recorded 
by Decca, clear and brilliant, yet with 
depth, and always perfectly easily contained 
by the gramophone. The Tsar Saltan suite 
has fared well on records, for there is also 
the excellent Columbia of Dobrowen and 
the Philharmonia (33SX1010, a slightly 
cheaper label). I draw attention to it now 
because with such admirable performances 
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on both discs, choice will depend on 
couplings, despite the fact that the new 
Decca record is slightly preferable in sound, 
the Columbia having perhaps a little too 
much resonance. 

The Columbia has better music on its 
other side in the Cog d’Or suite. The May 
Night overture is a pleasant enough piece, 
but the Russian Easter Festival overture is an 
empty bit of note-spinning if ever there was 
one. All concerned do their best for it ; in 
fact I can’t imagine it better done. 

No reservations at all, in fact, about 
Ansermet’s conducting, the orchestra’s 
playing, and Decca’s recording. The music 
will settle your decision. Se 


ROSSINI. The Silken Ladder—Over- 
ture. The Italian Girl in Algiers— 
Overture. Berlin Philharmonic 
Orchestra conducted by Ferenc 
Fricsay. D.G.G. EPL30064 (7 in., 
16s. 84d.). 

These two overtures are played with great 
verve and precision, and the oboist is 
triumphantly successful in the notoriously 
difficult Silken Ladder tune. This, by the way, 
is much the more attractive of the two works 
on this disc ; there seems to me to be rather 
more routine stuff in The Italian Girl than in 
most Rossini overtures. But how beautifully 
he orchestrates even when he has not 
thought up anything especially interesting 
to say. R.F. 


SCHUMANN. Symphony No. 3 in 
E flat major, Op. 97. “ Rhenish ”’. 
Philharmonic Promenade 
Orchestra conducted by Sir Adrian 
Boult. Nixa NCT17006 (10 in., 
29s. 64d.). 

Paris Cons., Schuricht (2/55) LX T2985 
Berlin P.O., Leitner (11/55) DG16084 

I think it was Tovey who remarked that 
for anyone to perform a Schumann 
symphony was an unselfish act, for no con- 
ductor or orchestra ever made a reputation 
through playing them, so hopelessly opaque 
is their scoring. It might be added that the 
same is true of recording companies. But the 
music is worth it, every time, and it is excel- 
lent to find companies now offering us a 
considerable choice for all four symphonies. 
Just lately I seem to have been listening to 
new issues every month. 

Boult’s performance of the Rhenish is easily 
the choice of recordings of this symphony. 
Walter’s has been deleted, Schuricht’s is 
pretty good, Leitner’s is extremely dull, 
Boult’s is a really fine reading. He plunges 
into the first movement with brio and gives 
the full-blooded exuberant sort of per- 
formance it wants. Leitner plays it slowly, 
makes it sound solemn, and completely 
misses the composer’s vivace. Another 
outstanding movement from Boult is the 
fourth, that really noble inspiration of 
Schumann’s, here played with the greatest 
dignity (and care, too—note the telling 
pizzicato violins in the opening bars). This 
is Schuricht’s less successful movement, his 
faster speed being less appropriate. As to 
the Finale, Boult lets it have its head, at the 
same time getting his orchestra to play with 
a light touch. Leitner again is here dread- 
fully slow and sedate. 
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The recording is good, too, bright and 
clear, as against D.G.G.’s woolier sound. 
Handily on a 10-inch, this is a success. 

T.H. 


SCHUMANN. Symphony No. 4 in D 
minor, Op. 120. Philharmonic 
Promenade Orchestra conducted 
by Sir Adrian Boult. Nixa NCT17007 


(10 in., 29s. 64d.). 

R.P.O., Pope (original version) (3/56) NBR6004 
L.S.O ., Krips (4/54) LX T2887 
Phiih., " Cantelli (5/54) BLP1044 
Berlin P. O., Furtwaengler (7/55) DG16068 


The only real rival to this new Schumann 
No. 4 is Cantelli’s performance with the 
Philharmonia, a performance that does take 
some beating. Boult, a confirmed 
Schumann-lover, comes well into competi- 
tion with a reading that at first hearing may 
not sound as sheerly affectionate as Cantelli’s, 
yet which grows upon one for its vitality 
and strength. The introduction to the first 
movement, for example, is less flexible in its 
phrasing and feels rather slow for a mere 
ziemlich langsam—‘ fairly slow ”’, only—but 
when we stride into the main movement the 
energy and attack are compelling, even 
though Cantelli’s greater spaciousness has 
its own merit. Boult does the repeat in this 
movement, which Cantelli does not. In the 
slow movement I prefer Cantelli for the 
superior blend of his solo oboe and ’cello, 
and even more for the more flexible solo 
violin playing (Boult’s violinist is very 
stolid). The latest version, however, follows 
with an excellent Scherzo, with a beautifully 
sensitive Trio, and a Finale which is entirely 
successful. 

There is, in fact, a great deal to be said 
for both readings, different as they are. 
What does, however, tilt the scale in favour 
of the older H.M.V. is the greater refine- 
ment of the orchestral playing. The P.P.O. 
is not at its most polished best on this 
occasion—perhaps it needed more rehearsal. 
Cantelli was by no means always successful 
in his interpretations of established classics, 
but his performance of this symphony, aided 
by the quality of the Philharmonia, seems 
to me to be superbly judged and beautifully 
played. T.H. 


STRAVINSKY. Le Sacre du Printemps. 
Paris Conservatoire Orchestra 
conducted by Pierre Monteux. 
R.C.A. RB16007 (12 in., 39s. 74d.). 


Suisse, Ansermet 


(4/51) LXT2563 
Philh., Markevitch (1/53) CLP1003 
Minneapolis S.O., Dorati 


(3,55) MRL2006 
Berlin R.LA.S., Fricsay (4/56) DGM18189 
Philadelphia, Orm andy (9,56) NBL5082 
Here now is the Rite conducted by the 
conductor who gave the first performance. 
Last month, by the way, I criticised R.C.A.’s 
sleeve notes, but this one is of a kind we 
would like to see more often. It consists 
largely of an account by Monteux himself 
of his association with Stravinsky and the 
work, most entertainingly told. He gives a 
nice picture of Stravinsky playing over the 
score on the piano (“‘ I was convinced he 
was raving mad... the very walls resounded 
as Stravinsky pounded away, occasionally 
stamping his feet and jumping up and down 
to accentuate the force of the music. Not 


that it needed such emphasis”’). Then a 
D 
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vivid account of the first performance. This 
score is no easy one to conduct, to put it 
mildly, and one can but take off one’s hat 
to a conductor who got through it with an 
orchestra playing it for the first time and in 
the circumstances described. (‘* Everything 
available was tossed in our direction, but 
we continued to play on ”’.) 

Now Monteux gives a vivid account of 
this marvellous score and he is extremely 
well recorded. Some speeds in the first part 
are on the fast side. I don’t at all mind a 
conductor getting on with the Introduction 
in a concert performance, but the Danses des 
Adolescentes is a movement that does lack 
primitive strength at this speed. Nobody 
does this as well as Stravinsky himself. (His 
performance, poorly recorded, has dis- 
appeared from our catalogues.) 

Once or twice Monteux follows 
Stravinsky’s first thoughts rather than his 
second: at the start and the end of Rondes 
Printaniéres, for instance, where Stravinsky 
altered his metronome mark from 108 to 
130. But in general this is a very good 
performance, and the second half is even 
better than the first. The atmosphere of the 
start of Part Two and also of the ensuing 
Cercles mysterieux des Adolescentes is wonder- 
fully conveyed. 

With the exception of one or two small 

points, the recording is also extremely good. 
There are two places where the horns do 
not tell enough, in the Jeu de Rapt, where 
their swinging theme simply must come 
forcibly through, and again in the Danse de 
la Terre (those cuivré horns at figure 74). 
Strings should be more to ‘the fore at the 
start of the Jeux des Cites Rivales: in the 
Evocation des Ancétres those forceful ’cello and 
bass moments should come through each 
time. 
_ But this is pulling the record to bits 
indeed : small points all of them compared 
with the general excellence. It is impossible 
to say that there is one overwhelmingly 
good record of this work. Ansermet’s 
performance is authentic and the recording 
is still good. Markevitch is too gentlemanly- 
like by half and is not recommended. Dorati 
is brilliant and well recorded. Fricsay is 
fine, the recording is in many ways mar- 
vellous, but is on the whole not stark 
enough for this work. Ormandy doesn’t get 
anything like the power of the work. This 
new one should therefore be heard with three 
possible rivals in mind. You may well 
decide it’s the best of all. Bae 


STRAVINSKY. Petrushka. 
Minneapolis Symphony Orchestra 
conducted by Antal Dorati. Mercury 
MRL2523 (12 in., 39s. 74d.). 


Suisse, Ansermet (7/50) LX T2502 
N.Y.S.O., Mitropoulos (1/55) ABL3027 
Stokowski S.O. (5/55) ALP1240 
Berlin R.1.A.S., Fricsay (10/55) DG17003 


This is probably the most vivid and 
theatrical of all the Petrushkas on record. I 
think the Ansermet reading more refined 
and delicate, more scrupulously exact in its 
realisation of the wonderfully well calculated 
score ; but the new version has a showiness, 
not at all inappropriate, which it is hard to 
resist. The recording is very bright— 
indeed it needs careful control to keep it 
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from being painfully shrill in the tuttis of 
the opening tableau. This must be reckoned 
a fault ; but on the credit side there is clean, 
crisp sound, without any hangover, that 
gives excellent definition in the staccatos 
and percussion of all kinds which abound in 
the score. 

Particular points to note are Dorati’s 
handling of the Moor’s music: his phrasing 
perfectly recreates the languorous, brutal, 
stupid character, and his swipes at the 
coconut have terrific energy. The Ballerina’s 
trumpet tune is done in just the right silly, 
frivolous, mechanical way (neither of the 
Covent Garden conductors gets this right) ; 
and in the pas de deux for the Ballerina and 
Moor, Dorati scores over Ansermet by 
reason of a better balance between the flute 
in 3/4 and the cor anglais and double 
bassoon in 2/4 ; Ansermet’s version is unfair 
to the Moor. The good “ separation ”’ of 
the Mercury recording helps here; the 
mind’s eye follows two figures round the 
stage. The solo tuba’s blurting utterances 
in the Masquerade are brilliantly realised, 
and the solo clarinet in the Death of 
Petrushka is very touching. 

[ still think the Ansermet a wonderful 
performance, and a safe recommendation. 
The new recording is perhaps not for equip- 
ment that has any tendency to distort. 


WEBER. Invitation to the Dance. 
Jubel Overture. Bamberg Sym- 
phony Orchestra conducted by 
Ferdinand Leitner. D.G.G. 
EPL30058 (7 in., 16s. 84d.). 


As with all D.G.G.’s E.P.s which have 
come my way this month, this one is issued 
with no information on the sleeve, not even 
the fact that the Invitation to the Dance is 
played as orchestrated by Berlioz. Also the 
titles have been so placed on the labels that 
the composer’s name coincides with the 
outer hole in the disc, and is thus unreadable. 
The Jubel Overture is the one that is never 
played in this country because of the 
embarassment that might be occasioned by 
its end, which consists of a grand rendition 
of “‘ God save the Queen”. This actually 
was the only bit I enjoyed; ube is a 
somewhat unfavourite overture as far as I 
am concerned. But I liked the Invitation, 
which seemed to me unusually well played ; 
the ’cello and clarinet dialogue in the intro- 
duction sounded most lyrical. R.F. 


WAGNER. Tristan und Isolde: 
Prelude and Liebestod. Siegfried: 
Forest Murmurs. The Flying Dutch- 
man: Overture. Parsifal: Good 
Friday Music. Detroit Symphony 
Orchestra conducted by Paul Paray. 
Mercury MRL2531 (2 in., 39s. 74d.). 


‘he performances of all these excerpts 
are very good indeed and are recommended 
without reserve. Paray and his orchestra 
play each one most sympathetically. There 
are reservations about the recording, very 
good as it is in general, and these are that 
trumpets are often harsh and that the violin 
tone, agreeable as it is, cannot be described 
as glorious. It is in the Dutchman overture 
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that concentration on the brass, undeniably 
recorded with brilliance, prevents the strings 
from streaming out in the fore, as they 
should so often do. At climaxes in this piece, 
and in the Tristan Prelude (extremely well 
built by Paray) the trumpets cut through 
the general texture and make one rush to 
the controls. I also found the climax of the 
Liebestod very shrill if I played the rest of it 
at a reasonable level. The soft recording is 
most beautiful, especially in the Good Friday 
Music, which is an entire success. 

Of course, with resourceful equipment one 
can control excessive shrillness, but it means 
damping the rest of the sound overmuch : 
and there should not be any need for this. 
Reproducers vary so greatly that it may well 
be that I am exaggerating this record’s 
defect. If so, then I feel sure the perform- 
ances themselves can safely be recom- 
mended. py A 


BAROQUE TRUMPET MUSIC. Con- 
certo for Trumpet and Strings 
(Richard Mudge). Suite (Jeremiah 
Clarke). Concerto No. 1 in D minor 
(Capel Bond). Maurice André 
(trumpet), L’Ensemble Orchestral 
de POiseau Lyre conducted by 
Pierre Colombo. London L’Oiseau 
Lyre OL50137 (12 in., 39s. 74d.). 

Mudge, Clarke and Bond are good old 
English names, and it is pleasant to have 
them recorded for us by a French ensemble 
and soloist, especially when the soloist is as 
capable as Maurice André. His trumpet 
technique is flexible yet dignified, and he is 
well supported by a small body of strings 
under Colombo. 

Thanks to the editorial work of the late 
Gerald Finzi (who was every bit as sensitive 
a scholar as he was a composer) the con- 
certos of Mudge and Bond are presented in 
stylish fashion. Richard Mudge (1718-63) 
was a country parson with a feverish 
admiration for Handel, and (as Charles 
Cudworth says in his exemplary sleeve- 
notes) his concertos can stand comparison 
even with Handel’s own. It is to Mr. 
Cudworth that we owe the reconstruction 
of Clarke’s Suite in D, which includes the 
famous Trumpet Voluntary that Purcell 
didn’t write. Jeremiah Clarke’s altogether 
amiable late-seventeenth-century style is 
quite another thing from Mudge and 
Bond: his suite is well contrasted and 
consists entirely of dance-movements, though 
the presence of a “serenade” as fifth 
item would seem to destroy the sequence 
of events. Imaginative as I am, I cannot 
believe that even a flat trumpet could be 
used to serenade a lady, unless of course she 
were deaf as a post. Surely this item, with 
its ‘‘ broad and noble movement of great 
dignity’ (and in triple measure) is a 
Saraband, not a Serenade ? The two could 
easily be confused, for the Saraband was 
often spelt Sarabrand, Sellabrand or 
Sereband: a clumsy or inventive scribe 
could easily convert this into Serenade. 
But if it is Serenade, then this must be one 
of its earliest appearances as a piece of 
musical terminology. 

Capel Bond (1730-90) was a Midland 
organist who composed and published sets 
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ANOTHER STEP UP THE LADDER. 





THE GRAMOPHONE 
EXCHANGE LTD. 


NEW ADDRESS: 
80 & 82 Wardour Street, W.1 
Tel.: GERrard 5313 
—— NOW OPEN — 


One of the finest and best equipped Gramophone Record Stores 
in London. 


Every LP record of good music kept in stock and most 78's. 


Generous allowance on your unwanted records in part-payment 
for new—only records in perfect condition accepted. 


Our Slightly-used LP Dept. contains over 3,000 LP’s in perfect 
condition for the limited purse. 


Our Slightly-used 78 rpm Record Dept. contains thousands of 
records of Symphonies, Concertos, Operas, etc., at about one-third 
list price. 


ALSO 


All that is best in High-Fidelity equipment can be demonstrated 
in our Showrooms. 


80 & 82 WARDOUR STREET 
LONDON, W.1 


200 yards up Wardour Street, on the right-hand side from Shaftesbury Avenue. 
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Soloists, Chorus and Orchestra 
PRAGUE NATIONAL THEATRE 
Conductor : JAROSLAV VOGEL LPV 160-162 


DVORAK Slavonic Rhapsody No. 3 in A flat major, Op. 45 
Dramatic Overture, Op. 67 Husitska 
CZECH PHILHARMONIC ORCHESTRA 


Conductor : KAREL SEJNA LPM 203 
DVORAK Slavonic Dances, Op. 46 and Op. 72 
CZECH PHILHARMONIC ORCHESTRA 
Conductor : VACLAV TALICH LPV 214/215 
SMETANA ‘“*MA VLAST ” 


CZECH PHILHARMONIC ORCHESTRA 


Conductor : VACLAV TALICH LPV 247/248 
BEETHOVEN Symphony No. 7 in A Major, Op. 92 
CZECH PHILHARMONIC ORCHESTRA 
Conductor : GEORGES GEORGESCU LPV 249 


SUPRAPHON 


6-9 CHARTERHOUSE SQUARE, LONDON, E.C.1 
CLErkenwell 1625-8 
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SECOND BRITISH RELEASE : 


Q JANACEK’S . J EN UF A” Opera in 3 Acts 














VOGUE presents a new “Popular Series” 


RETAIL PRICES EXTENDED PLAY 10/54 LONG PLAYING 334 R.P.M. 35/1} 












BRILLIANT NEW RECORDING 


Wolfgang Amadeus Mozart 
EINE KLEINE NACHTMUSIK 
(Serenade No. 13 in G major) 
Orchestra directed by JEAN WITOLD 
Extended Play VEI7OIIO 













‘“‘ FLAMENCO ”—CANTA ROMERO 
RAFAEL ROMERO (Flamenco Singer) 
Rogelio Reguera 
Antonio Serra 
Petena primitiva Cartegenera 
Rondena Fandangode Granada 
Extended Play WEI70I09 


Flamenco guitarists 


THE FIRST RELEASE IN THIS COUNTRY 

of the Very Beautiful 

Adagio for Strings and Organ 

by TOMASO ALBINONI 

and 
JOHANN SEBASTIAN BACH 

FUGUE IN B MINOR (On a theme by Tomaso Albinoni) 

Christiane De Lisle (Organ) 


Extended Play WEI70108 

















‘BELL BELL BOOGIE” 
From The Robert Dhery Show 


“LA PLUME DE MA TANTE” 
at the GARRICK THEATRE 
GERARD CALVI And His Orchestra 
Bell Bell Boogie, Turkish Tango, Popo Catapelt, Colonel’s Polka 
Extended Play VEI70104 


AN ALBUM OF STRAUSS WALTZES 
AIMABLE and His Viennese Musette Orchestra 


Wine, women and song; Voices Woods ; Vienna bonbons ; 
of Spring ; Kiss waltz; Artist’s Morning papers ; Treasure 
life ; Roses of the South ; Vienna waltz; Emperor waltz; The 
blood ; Tales from the Vienna blue Danube. 


Long Playing 334 R.P.M. WAI60107 








MAMBOS AND CHA CHA’s 
BENNY BENNETT and His Latin American Orchestra 
Cha cha cha No.5; The chacha Stranger in paradise; Love/ 
cha; Mambo Bacan; Mephisto  castanettes and the mambo ; 
mambo ; Mambo Jamay; Cao  Caracoles; Senor cha cha cha; 
cao many picao; Mambo c’est Mademoiselle ; Por favor ; 
rosse ; Chacha chain the blue; Jambo jive ; Pajito Assi. 
12” Long Playing 334 R.P.M. VAI60103 








Vocue Recorps Lp. 113 Fulham Rd. London, §.W.3. Tel. KNI4256’7’8 
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of anthems and concertos, but worthy as 
this example is, it cannot compare with the 
works by Clarke and Mudge. It is neverthe- 
less interesting as a specimen of English 
music of the 1760’s. 

In spite of the prevalence of D major, 
this disc is very enjoyable and has been well 
prepared and performed. D.S. 


TOSCANINI ANTHOLOGY—VOLUME 
I. Carmen: Suite No. 1 (Bizet). 
Don Pasquale: Overture (Donizetti). 
La Forza del Destino: Overture 
(Verdi). Oberon: Overture (Weber). 
Euryanthe: Overture (Weber). Der 
Freischiitz : Overture (Weber). 
H.M.V. ALP1417 (12 in., 41s. 84d.). 


TOSCANINI ANTHOLOGY—VOLUME 
If. Hansel and Gretel: Overture 
(Humperdinck). Mignon: Overture 
(Thomas). La Wally: Prelude to 
Act 4 (Catalani). Loreley: Dance of 
the Water Nymphs, Act 3 (Catalani). 
(a) Poet and Peasant: Overture 
(Suppé). (b) Kamarinskaya 
(Glinka). (c) Roméo et Juliette, 
Op. 17: Scherzo; La Reine Mab, 
Act 4 (Berlioz). (d) La Damnation 
de Faust, Op. 24: Marche hongroise, 
Act 1 (Berlioz). The latter items are 
taken from broadcasts, the dates being 
(a) July 18th, 1943, (b) December 
21st, 1940, (c) November 10th, 1951 
and (d) September 2nd, 1945. All with 
the N.B.C. Symphony Orchestra 
conducted by Arturo Toscanini. 
H.M.V. ALP1418 (12 in., 41s. 84d.). 


Hard on the heels of last month’s Beet- 
hoven Violin Concerto (with Heifetz as 
soloist) comes another Toscanini release, 
summery in content, and conjuring up the 
popular seaside concert rather than the 
staid symphonic sampler. There is one 
exception, and that is the side devoted to 
three of the best Weber overtures. They are 
all excitingly performed, and what is 
exceptionally pleasing is the fact that they 
are among the better recordings of this very 
mixed bag. The woodwind in Oberon, the 
muted strings of Euryanthe, and the horn 
quartet in Der Freischiitz all come through 
with perfect clarity and detail: only the 
tutti sections appear to be occasionally 
overloaded. 


The fine unanimity of the woodwind, and 
their personality in solo passages, reminds 
us of the magnificent team that Toscanini 
had at his disposal in this orchestra of 
orchestras. Although the brass is apt to be 
edgy, this is a fault of the studio or the 
transfer, for there is nothing wrong with 
the playing. Descending trombone scales 
sound clean and sonorous, instead of 
reminding us of the squashed raspberries of 
lesser mortals. Here again there is wonder- 
ful homogeneity and team-work: the 
opening salvo of La Forza del Destino, for 
example, or the blaze of trumpets in the 
Hungarian March. This latter, with the 
other three items taken from broadcasts 
(1940-51), suffer not unnaturally from their 
enforced medium—the harmonics of the 
violins in La Reine Mab are not very 
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satisfactory—but the interpretations are well 
worth having, for they prove Toscanini a 
past master of the show piece as well as an 
undisputedly magnificent controller of 
operatic and cyclic schemes. It will be 
noted that two of Toscanini’s favourite 
excerpts from Catalani’s operas are present. 
Both are lovingly played, and the recordings 
are of good quality. 

Collectors who have never owned the 
original 78s of some of the items in this 
anthology would do well to invest in an 
excellent and easily-digested tribute to 
Toscanini’s greatness in the smaller things 
of the orchestral repertory. D.S. 


ESPANA! Capriccio Espagnol, Op. 34 
(Rimsky-Korsakov). Andaluza : 
Danza Espafiola No. 5 in E minor, 
Op. 37 (Granados). Espafia 
(Chabrier). Spanish Dances, Book I, 
Op. 12 (Moszkowski). London Sym- 
phony Orchestra conducted by 
Ataulfo Argenta. Decca LXT5333 
(12 in., 39s. 74d.). 


Not the Spanish but the Russian and 
French composers paint Spain in the 
brightest colours here ; but the engineers 
distribute their favours equally and gener- 
ously, affording all the music a rich and 
brilliant sound. The players, too, are 
accommodating ; smooth and sonorous for 
Granados and Moszkowski, exceptionally 
alert for Chabrier, and in virtuoso mood— 
particularly in the string department—for 
Rimsky-Korsakov. 

Individually, in fact, each piece is 
presented in exemplary fashion. But 
collectively the disc as a whole presents an 
acute example of a general problem that 
must sooner or later be faced up to: how 
are we to resolve the usually diametrically 
opposed requirements of good programme- 
building and good engineering ? Now and 
again a major work ends by dying away (the 


Tchaikovsky Pathétique Symphony, or Holst’s . 


Planets, for example), and then everybody 
is happy ; listener and engineer alike share 
a Satisfaction as the record side ends. But 
much more often the composer builds up 


dynamically to a loud and conclusive- © 


sounding climax ; and then neither com- 
poser nor listener is willingly allowed 
actually to conclude at that point by the 
engineer, who has been worried ever since 
the last centrifugal record disappeared by 
the prospect of his stylus cutting relentlessly 
diminishing grooves as the music expands. 
So, if the engineer has his way, as he 
presumably does on the record under 
review, Rimsky’s blaze at the end of the 
Capricio is followed and ruined by 
Granados’s anticlimactic Andaluza; and 
Moszkowski’s harmless trifles are made to 
seem unnaturally small beer coming after, 
instead of before, Chabrier’s Espaa. 

For this is indeed what happens on this 
otherwise most excellent record; and 
similar disasters of programme-building 
occur on half the orchestral LPs published 
to-day. Should they happen? Must they 
happen ? If these were easy questions I 
wouldn’t be asking them ; I would instead 
be giving the answers. M.M. 
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CONCERT OF ITALIAN MUSIC. La 
Traviata : Preludes to Acts 1 and 3 
(Verdi). Cavalleria Rusticana : 
Intermezzo (Mascagni). Cleopatra : 
Overture (Mancinelli). I Vespri 
Siciliani : Overture (Verdi). Not- 
turno in G flat major, Op. 70, No. 1 
(Martucci). La Gioconda : Dance of 
the Hours (Ponchielli). London 
Symphony Orchestra conducted by 
Pierino Gamba. Decca LXT5325 
(12 in., 39s. 74d.). 

Last month Decca offered us a disc which 
they called Orchestral Highlights from the 
Operas, which title, I remarked, might well 
lead one to expect just the old favourites 
like the Traviata Preludes and the Inter- 
mezzo from Cav. In fact, it was an enter- 
prising collection. But now here are the 
Traviata Preludes and the Cav. Intermezzo 
turning up on a disc which Decca call 
Adventures in Sound, the relevance of which 
title entirely escapes me. 

There is a story that the architect’s plans 
for a university building in Cambridge and 
for a factory in Sydney (was it?) got 
muddled and both buildings were erected 
in the wrong places and for the wrong 
purposes. Did somebody invent Decca’s 
two ‘“‘selling titles”, which then got 
attached to the wrong discs ? 

Oh, well: perhaps it doesn’t matter—but 
this present one is such a silly title. Anyway, 
here they come, hard on each other’s heels, 
so that you are scarcely off with Traviata 
before you are on with Cavalleria. 

It will be noticed, however, that there 
are two novelties, neither of them in any 
way remarkable music, but both suitable 
for inclusion in a collection of this sort. 
Both composers were conductors who also 
composed. Luigi Mancinelli (1848-1921) 
wrote this overture to Cleopatra, a tragedy 
by Pietro Corsa, and a perfectly effective 
piece of its kind it is. Giuseppe Martucci 
(1856-1909) originally wrote his Nocturne 
for piano and later orchestrated it. It is a 
richly romantic piece. 

Performances throughout are good with- 
out being of that real distinction we should 
like to have on a record. How very routine- 
wise, for example, Gamba lets the. ’cellos 
play their melody in the Sicilian Vespers. 

Well recorded, the collection will please 
many. T.H 





Books Received 

Ginette Neveu, by M.-J. Ronze-Neveu, 
with a foreword by Sir John Barbirolli 
(Rockliff, 15s.). The story of Ginette Neveu 
as told by her mother with brief tributes 
by Casals, Munch and Thibaud. The Magic 
Baton, by Filippo Sacchi (Putnam, 21s.). 
Toscanini as seen through the eyes of a 
journalist who had a long friendship with 
the conductor and his family. The Music 
Masters: Volume One—From the Sixteenth 
Century to the time of Beethoven ; Volume Two— 
The Twentieth Century, edited by A. L. 
Bacharach (Pelican, 5s. each). These are 
revised editions of biographical material 
which originally appeared in the Lives of 
the Great Composers (Gollanz) and The Music 
Masters (Cassell). 
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CHAMBER MUSIC 


BACH. (a) Concerto for three Harp- 
sichords in C major. 

MALCOLM. (b) Variations on a theme 
of Mozart for four Harpsichords. 

VIVALDI. (c) Concerto for four Harp- 
sichords in A minor (arr. J. S. 
Bach). (d) Concerto for four 
Harpsichords in D minor (arr. 
Dart). Eileen Joyce (harpsichord), 
George Malcolm (harpsichord), 
Thurston Dart (harpsichord), Denis 
Vaughan (harpsichord, continuo only 
in a), Pro Arte Orchestra conducted 
by Boris Ord (a, b and c). H.M.V. 
CLP1120 (12 in., 35s. 10d.). 

Those who have enjoyed, year after year, 
the unique Festival Hall concerts at which 
Mr. Thomas Goff assembles a resplendent 
quartet of his inimitable harpsichords, will 
rejoice that some part of this hardy annual 
repertoire is at last made available on disc. 
The team of soloists is the same, and Boris 
Ord is in charge of the items with orchestra. 

In previous months I have been greatly 
concerned at the poor balance between 
harpsichords and strings in the Bach 
C major Concerto. The D.G.G. Archive 
recording nearly solved the problem, but it 
was unfortunately backed by a rather 
unsatisfactory performance of the E major 
Violin Concerto. This new Columbia disc 
gets the Three-Harpsichord Concerto in C 
and the Four-Harpsichord Concerto in 
A minor on one side ; what is more, there 
are two full-length works on the reverse ! 
On the whole, the playing of the soloists is 
sensitive and admirable, though beginnings 
of movements tend to show up weaknesses 
in ensemble, which could easily have been 
eliminated by an immediate re-take. The 
first few bars of the C major Concerto’s first 
movement and the opening of the finale to 
the A minor are cases in point. 

The technical accomplishment of the 
soloists also varies to some extent, but this 
is an advantage when passages are heard on 
each instrument successively: the ear is 
more easily able to distinguish the four 
instruments. The changes of registration 
are wonderfully subtle and effective, and in 
the slow movement of the A minor there is 
a skilfully managed crescendo which does 
much to place the harpsichords on the same 
dynamic plane as the violins, whose music 
(in Vivaldi’s B minor Concerto) it originally 
was. 

George Malcolm’s Variations on a Theme of 
Mozart are based on the melody of the last 
movement of Mozart’s Duo in B flat for 
violin and viola. Although this movement 
also has the form of a theme and variations, 
Malcolm’s work, which is much more than 
a mere pastiche, breaks new ground. He 
has not only seized upon the most character- 
istic features of the theme’s harmonic and 
melodic structure—he has conceived the 
work as an effective medium of display for 
four harpsichords, and produced a chain of 
variations now brilliant, now gracious, and 
interspersed with welcome witticisms and an 
occasional touch of a more serious vein. 
Here, the quality of performance is of the 
highest. 


The GRAMOPHONE 


Thurston Dart’s arrangement of Vivaldi’s 
D minor Concerto (Op. 3, No. 11) is no less 
successful. He has recast the two violin 
parts of the original for four harpsichords, 
adding new passages of his own devising, 
with piquant roulades and cadenzas, whose 
playful aping of baroque foibles is an 
object-lesson in the art of transcription. 
Once again the balance of four harpsichords 
and strings is excellent and the disc as a 
whole can be warmly recommended. D.S. 


BACH, C. P. E. Concerto in D minor 
for Harpsichord and Orchestra. 
BACH, J. S. Concerto in D minor for 
Harpsichord and Orchestra, 
BWV1052. Isabelle Nef (harpsi- 
chord), L’Ensemble de L’Oiseau- 
Lyre conducted by Pierre Colombo. 
London L’Oiseau-Lyre OL50138 
(12 in., 39s. 74d.). 
Concerto, BWV 1052 : 
Reinhardt, Munich P.A., Redel 
(10/56) DTL93097 
Elsner, Stuttgart P.M., Reinhardt 
; Seong d PL9510 
Richter, Ansbach Bach Ens. (10,56) LXT5203 

This is a disappointing record. In the 
J. S. Bach concerto Isabelle Nef uses the 
16-foot stop from start to finish, or very 
nearly ; to which there are two objections : 
first, that Bach did not have a 16-foot stop 
on his harpsichord and did not expect it to 
be used in his music and, secondly, that it 
sounds nasty. The continual clatter becomes 
very wearisome by the end. Itis hard tosee 
the reason for playing the music in this way. 
The balance is such that there is little fear of 
the harpsichord being drowned. And these 
are not the only defects. If Bach had 
wanted the notes of the opening tune 
of the slow movement to sound completely 
detached (which they do on this disc), he 
would not have slurred them in pairs. This 
movement is played rather fast and some- 
what unmusically, while in the last, which 
is taken at a tremendous pace, the harpsi- 
chordist loses her rhythm in the final 
cadenza and seems in peril of breaking 
down. It is only fair to add that up to this 
point she has shown considerable dexterity. 
The violins play over-forcefully—after all 
this work is rightly placed in the chamber 
music section in this journal—and there are 
two tape joins (first movement, bars 11-12, 
and finale, bars 212-213) that ruin the 
rhythm, the one adding a silent beat and 
the other removing a quaver. In brief, 
Reinhardt and Richter (whose slow move- 
ment is beautifully expressive) are much to 
be preferred. 

The C. P. E. Bach concerto is new to me ; 
the music is not easily- available in this 
country. It appears to be much better 
played than the other, and much of the 
music I found fascinating, for instance the 
characteristically perverse modulation that 
surprises almost at the start of the slow 
movement theme. The outer movements 
sound very powerful in this performance, 
perhaps more so that the composer 
intended. , 





CLASSICAL LP CATALOGUE 
JUNE EDITION NOW AVAILABLE 
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BRUCKNER. String Quintet in F 
major. Koeckert Quartet with 


Georg Schmid (viola). 
DGM18042 (12 in., 41s. 9d.). 

Bruckner’s only chamber work is long 

and rambling, like his symphonies, and it is 
full of beauties. It was composed just 
before the Sixth Symphony in 1879, and 
plays for nearly three-quarters of an hour. 
Bruckner was pathetically easy to push into 
unnecessary revision, and on this occasion 
he was talked into writing an intermezzo to 
replace the scherzo ; this extra movement 
was published in 1913, but does not appear 
on this record. He seems to have changed his 
mind about several passages in later years ; 
the players on this disc keep very close to 
the Eulenburg miniature score version 
published in 1945, but omit three bars o 
‘cello solo in the scherzo, while their final 
Sff bars in the fourth movement are 
somewhat different. The chief trouble 
about the work as a whole is the leisurely 
pace of all four movements. I expected 
** orchestral”? writing, as though the com- 
poser were thinking in his more usual 
medium, but in fact this music sounds as 
though it had been conceived as chamber 
music, which is more than can be said of 
Brahms’s string quintets. The very begin- 
ning is unutterably lovely, and though some 
longueurs follow they never last for long. 
No doubt the sublime slow movement 
would wear best, but I found the gentle 
finale very attractive. 

The performance of the Koeckert Quartet 
and Georg Schmid is very good indeed, and 
though once or twice the leader did not fully 
convey the composer’s sehr zart (very ten- 
derly)—for instance in bar 74 of the first 
movement—nevertheless the playing has 
real quality. The balance, too, is excellent, 
the sound agreeable and realistic ; all in all 
this is a notable record of some unfamiliar 
but very worth-while music. R.F. 


D.G.G. 


COUPERIN. /Huiti¢me Ordre des 
Piéces de Clavecin in B minor 
(Book II). 

MARAIS. Suite No. 4 des Piéces de 
Violes in D major (Book Il). 
August Wenzinger (viola da gamba), 
Hannelore Miller (viola da gamba), 
Fritz Neumeyer (harpsichord). 
D.G.G. Archive APM14065 (12 in., 
41s. 9d.). 

This disc appears in the Archive series 
devoted to music at the court of Louis XIV, 
and although Couperin’s Second Livre de 
piéces de clavecin (from which the eighth 
ordre is taken) was published just after 
Louis’s death, most of the pieces in it were 
probably composed some time before. Yet, 
in dealing with a reign as long as that of 
the Sun King, we really need to be more 
precise. This music by Couperin and Marais 
has little of the formality and austerity 
which had been fashionable when Lully 
ruled musical taste at court. In Louis’s 
last years court taste became much more 
human, more personal, and these pieces 
(most of them quite short) reflect the trend. 
They are elegant and eloquent, but never 
pompous. 

It is also extremely well played. Fritz 
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0 JANAGEK 


“From the House of the Dead’’ 
SOLOISTS, CHORUS and ORCHESTRA OF 
THE NETHERLANDS OPERA 
conducted by ALEXANDER KRANNHALS 
MOZART 
(1) Piano Concerto No. 9 in E Flat 
Major, K.271 
(2) Rondo for Piano and Orchestra 
in A Major, K.386 
CLARA HASKIL (Piano) 
THE VIENNA SYMPHONY ORCHESTRA 
conducted by 
(1) PAUL SACHER 
(2) BERNHARD PAUMGARTNER 


DEBUSSY 

Mer 
RAVEL 
La Valse: Valses nobles et Senti- 
mentales 
THE ST. LOUIS SYMPHONY ORCHESTRA 
conducted by VLADIMIR GOLSCHMANN 


MOZART 


Symphony No. 35in D, K.385 say 


Symphony No. 40 in G Minor, K 


PHILHARMONIC SYMPHONY ORCHESTRA OF 


NEW YORK 
conducted by BRUNO WALTER 


BEETHOVEN 


y anon No. 9in C Major, Op. 59, No.3 
uartet No. 10in E Flat Mejor’ Op. 74 


THE BUDAPEST STRING QUARTET 


STRAVINSKY 
“Le baiser de la Fée’’ 


(The Fairy’s Kiss)—Complete Ballet 
RCHESTRA 


THE CLEVELAND O 
conducted by IGOR STRAVINSKY 
VERDI 


tic Scenes om Verdi Operas 


Drama 

(1) “‘ Ernani”’ (Act 1): Ernani, 
involami (Pia 

(2) ** Otello ’”’ (Act 4 4): Salce, salce 


(Willow Song)—Ave Maria (Boito) 
(1) ‘*‘ La Traviata ’’ (Act 1): Ah! fors é 


lui—Sempre libera (Piave) 
(2) ** Don Carlos ”’ (Act 4): Tu che le 
vanita (Mery—du Locle 
(3) “* La Forza del Destino ”’ (Act 4): 
Pace, pace, Dio mio (Piave) 
ELEANOR STEBER (Soprano) 
METROPOLITAN OPERA ORCHESTRA, 


NEW YORK 
conducted by FAUSTO CLEVA 





| PHILIPS 





LONG-PLAYING 


PHILIPS 





PHILIPS - classical releases for July 


GOLDMARKE 

Rustic Wedding Symphony, Op. 26 
THE ROYAL PHILHARMONIC ORCHESTRA 
conducted by SIR THOMAS BEECHAM, Bt. 
BEETHOVEN 

Overture: Egmont 

Overture: Coriolan 

Overture: Leonora No. 2 

THE HAGUE PHILHARMONIC ORCHESTRA 
conducted by WILLEM VAN OTTERLOO 


FAURE 

Pelleas et Melisande, Op. 80 
DEBUSSY 

Petite Suite 

L’ORCHESTRE DES CONCERTS LAMOUREUX 
conducted by JEAN FOURNET 


RACHMANINOV 

Piano Concerto No. 2inC Minor, Op. 18 
EUGENE ISTOMIN (Piano) 

THE PHILADELPHIA ORCHESTRA 
conducted by EUGENE ORMANDY 
Prelude in G Major, Op. 32, No. 5 
(arr. Cailliet 

Prelude in G Minor, Op. 23, No. 5 
(arr. Cailliet) 

THE PHILADELPHIA ORCHESTRA 
conducted by oe ORMANDY 


JOHANN STRAUS 
Wo die Zitronen pitith’n—Waltz 
Op. 364 


JOSEF STRAUSS 
Aquarellen—Waltz, Op. 258 

THE VIENNA SYMPHONY ORCHESTRA 
conducted by FRANZ SALMHOFER 


PUCCINI 
“La Bohem 


(Act 1) 
Si, mi chiamano Mimi (Act 
O soave fanciulla “se 1) (Duct) 
Addio di Mimi (Act 3) 
DOROTHY KIRSTEN (Soprano) 
RICHARD TUCKER (Tenor) 
——— OPERA ORCHESTRA, 
NEW YORK 
_ conducted by FAUSTO CLEVA 


CHOPIN 
“Les Sylphides”’ 
ORCHESTRA 


THE PHILADELPHIA 

conducted by EUGENE ORMANDY 
Alpine Holiday 

FRANZ LANG and LIESL STEININGER 
THE THOMAS WENDLINGER ENSEMBLE 


% Indicates Extended Piay Records 


RECORD S 





Phillps Electrical Limited, Gramophone Records Division, Stanhope House, Stanhope Place, London, W.2. 


OREROOROR 8. nn, . 808582402 2462229 COR DIOLGDDOOSDODOSSSSSS= 
eeeeeeeee 
eee A ee 2 eee 4 * e . ry ° . * . states eee 8. yyy Setetetetarenees oe nneees As Se uneananene 
eeeeeese eee eocccce @eeeevneeoeneoeanese eee 
weeeeesesess ceeeeeeeee veeeeseseeees OOOO eee Soocces: rx 


Philips are world-renowned makers of Radiograms, Record Playersand Record Playing Equipment incorporating the world-famous ‘Featherweight’ Pick-up. 
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The Holland Festival 
Recording 


Janacek 


Soloists, Chorus and Orchestra 

























of the Netherlands Opera 
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e i a a me ¢ a rom aad e 
Complete on * z > 
Two 12’ records 7m House of 
ABL 3119/20 | Age , : = the Dead”’ 





(AUS EINEM TOTENHAUS) 


Eleanor STEBER (Soprano) 








sings dramatic scenes 


from Verdi Operas 
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A Pianist of Great Distinction 


MOZART 


Piano, Concerto No. 9 in E Flat Major, K.271 
The Vienna Symphony Orchestra 


Conducted by PAUL SACHER 
Rondo for Piano and Orchestra in A Major, K.386 
The Vienna Symphony 
Orchestra. Conducted by 
BERNHARD PAUMGARTNER 
ABL 3143 


PREVIOUS HASKIL RECORDINGS :— 


MOZART 


(a) Piano Concerto No. 20 in D Minor, K.466 
(b) Piano Concerto No. 23 in A Major, K.488 
The Vienna Symphony Orchestra 
{(b) Conducted by PAUL SACHER 


(a) Conducted by BERNHARD PAUMGARTNER , 
ABL 3129 SCHUBERT 


Piano Sonata No. 21 in B Flat Major, D.960 


* 
OLARA HASKIL IS APPEARING AT THE EDINBURGH INTERNATIONAL FESTIVAL 1957 


SCHUMANN  ABL3029 
SCHUMANN Bunte Blatter, Op. 99, Nos. 1-8 
a4 | Piano Concerto in A Minor, Op. 54 
The Hague Philharmonic Orchestra. Conducted by WILLEM VAN OTTERLOO 
ABR 4008 





| PHILIPS 





j. Onoeo-erPtuUuaAVIN @ en Sn Oe oe, a © ee) 


Philips Electrical Limited, Gramephene Records Division, Stanhepe House, Stanhope Place, Londen, W.z. 


Philips are world-renowned makers of Radiograms, Record Players and Record Playing 
Equipment incorporating the world-famous * Featherweight’ Pick-up. 
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BRUNO WALTER 


ABL 3155 





BRUNO WALTER 
Conducting the Philharmonic Symphony Orchestra 


. 
New York 
MOZART 


ABL 3154 
Symphony No. 35 in D, K.385 (Haffner) 


Symphony No. 40 in G Minor, K.550 VLADIMIR GOLSCHMANN 
conducting the St. Louis Symphony Orchestra 
DEBUSSY 





La Mer 





RAVEL 
La Valse. 
Valses Nobles et Sentimentales 





NBL 5041 


SIR THOMAS BEECHAM, Bart. 
conducting the Royal Philharmonic Orchestra 


GOLDMARK 
Rustic Wedding Symphony, Op. 26 





BUDAPEST STRING QUARTET 


ABL 315/ 
BEETHOVEN 


Quartet No. 9 in C Major, Op. 59, No. 3 
Quartet No. 10 in E Flat Major, Op. 74 








PHILIPS 


{=m 
NE, 


Philips Electrical Limited, Gramophone Records Division, Stanhope House, Stanhope Place, London, W.2. 











Philips are world-renowned makers of Radiograms, Record Players and Record Playing 
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The Favourite 
Music Series 
FAURE RACHMANINOV 
Pelléas et Mélisande, Op. 80 Piano Concerto No. 2 in 
C Minor, Op. 18 
DEBUSSY EUGENE ISTOMIN (Piano) 
Petite Suite The Philadelphia Orchestra 
L’Orchestre des Concerts Conducted by EUGENE ORMANDY 
Lamoureur Prelude in G Major, Op. 32, No. 5 
Conducted by JEAN FOURNET Prelude in G Minor, Op. 23, No. 5 
Conducted by EUGENE ORMANDY 
SBR 6233 
BEETHOVEN 
Overture: Egmont 
Overture: Coriolan 
Overture: Leonora No. 2 
The Hague Philharmonic Orchestra 
Conducted by WILLEM VAN OTTERLOO 
SBR 6219 
157 
ABL3175* £4 
Op. 74 Pe. 
IGOR STRAVINSKY 
CONDUCTING THE CLEVELAND ORCHESTRA 
“Te baiser de la Fée” (The Fairy’s Kiss) 
The complete ballet conducted by the Composer E 
*Available Mid-July | 
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4-speed record player for auto- 
matic or manuai operation. In 
gay Contemporary or Traditional 
mahogany-veneered cabinets. 
ALC. Mains. 59 gns. tar paid 


Hp 





The GRAMOPHONE 


‘“* Vivace’”’... with life...so vital toa musical 
performance. An ordinary record played on 
the Super Black Box becomes a thrilling 
musical experience ... springing to life with 
all the feeling and beauty of the original 
performance. The Super Black Box gives 
a standard of performance unequalled by 
any other table record player (for the 
technical this means only 0.5% distortion at 
8 watts output). Ask your Pye dealer for 
a demonstration. 


* 3speaker system, 
including the amazing 
‘Infinite Throat’ 
Electrostatic Speaker 
which spans the 
full width of the cab- 
inet * 4-position noise 
filter * ‘Loudness’ 
control for balanced 
sound * push-button 
controls * facilities 
for radio tuner 
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PYE LIMITED OF CAMBRIDGE [ky os == a mmm 


July, 1957 











This superb instrument is an impressive 


addition to the fam 





For full details, fi 
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CAMBRIDGE. 
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Neumeyer uses a Neupert harpsichord that I 
suspect might have been rather mellow in 
tone for Couperin’s own taste, but his 
smooth, accurate treatment of the carefully 
marked. ornaments would surely have won 
approval. These ornaments can so easily 
sound fussy and awkward, and I’m afraid 
that Ruggiero Gerlin didn’ t altogether 
avoid this danger in his complete recording 
of Couperin’s harpsichord works for Oiseau- 
Lyre. I myself would have no hesitation in 
choosing this new version of the eighth 
ordre, even though Neumeyer takes the 
famous B minor Passacaille rather fast. He is 
tasteful in his use of notes inégales, too, which 
is sufficiently rare to deserve a special word 
of praise. 

For the Marais pieces Neumeyer is 
joined by August Wenzinger and Hannelore 
Miller, whom we have often had the 
chance of hearing in England with the viol 
consort of the Schola Cantorum Basiliensis. 
They seem to me to have caught to perfec- 
tion the restrained eloquence and sophistica- 
ted charm of these pieces. In the literature 
of the viola da gamba Marais occupies an 
analogous place to that of Couperin in 
harpsichord music, but because of the 
shortage of really good players he has not 
yet achieved the fame he deserves. This 
record, which comes as a slightly belated 
tribute on his tercentenary last year, 
should help matters. J.N. 


DEBUSSY. Sonata in G minor. 
SCHUMANN. Sonata No. 1 in A minor, 


Op. 105. 
STRAVINSKY. Duo Concertant. Max 


Rostal (violin), Colin Horsley 
_ (piano). H.M.V. CLP1124 (12 in., 
35s. 10d.). | 

Debussy : 


Ferras, Barbize (10/54) LXT2810 
Marie-Claude a Franck Theuveny 
(5/55) EL93045 


Stravinsky : 
Fuchs, Smit (6/54) AXTL1047 
Gitlis, Zelka (11/56) PL9410 


This is an exceptionally difficult record to 
assess: three very dissimilar works, played 


by a violinist who combines good qualities . 


with maddening ones in a most unusual 
way. Anyone who has ever heard Rostal 
play will know that he has a strongly 
marked personal style, a style that is in both 
the good and the bad senses of the word 
sophisticated. Almost everything he plays 
gives evidence of a searching intellect, 
determined to get to the heart of the music, 
and yet sometimes this is precisely the 
quality which stands in his way. To a 
greater or less degree I think that that is 
true of all three of the pieces on this disc. 
In the Schumann, for example, the phrasing 
of the first movement’s first subject is straight 
away so mannered that it somehow prevents 
the music from taking flight. Expressive 
rubato which we could probably accept 
once the music had generated its own 
momentum is applied so constantly that 
momentum never is generated. I think it’s 
possible that one might come to like this 
performance more if one lived with it, but 
I don’t think I should recommend it to 
anyone as an introduction to the music. 
Nevertheless this is now the only version of 
the Schumann A minor sonata in the 
catalogues, and as such it’s very welcome. 





The GRAMOPHONE 


When we come to the two twentieth 
century works the situation gets no easier. 
The Debussy sonata, his very last work, 
demands a wayward, allusive style, flicker- 
ing from ironic vivacity to tenderness and 
languor. Rostal evidently appreciates this, 
and the teamwork between him and Horsley 
is staggeringly accurate. In spite of this it 
seems to me that Rostal’s particular style of 
rubato is often at variance with the music 
again ; I think Debussy’s intention is really 
better served by the performance of the 
Theuveny team on a little Ducretet- 
Thomson disc, which I rate more highly 
than M.M. did when he reviewed it. The 
Theuvenys have rather less technique to 
throw around than their competitors, but 
they bring a self-effacing concentration to 
the music that is in the long run more 
exciting than Rostal’s or Ferras’s virtuosity. 

The Stravinsky Duo (the nearest approxi- 
mation to a violin sonata that he has written) 
shows Rostal at his best and worst. Here if 
anywhere his habit of pulling phrases 
about is out of place; as a device for 
preventing monotony in the four-square 
phrases of much nineteenth-century music 
it’s perfectly justifiable, but Stravinsky’s 
asymmetrical rhythms call for no such 
treatment. Yet some things, such as the 
second Eglogue and the final Dithyrambe, 
are done with a poise, a steadiness, an 
inwardness that makes one feel that Rostal 
knows the music better than either of his 
rivals. A most beautiful work it is, too, for 
all that “* neo-classical” is at the moment 
an unfashionable word. 

So there you are—three relatively 
unfamiliar works, each of which is well 
worth getting to know, in very individual 
performances. The recording is pretty 
good, but in relation to the violin the piano 
seems a little disembodied. The disc is in 
the cheaper series, and that might well 
decide a prospective buyer. J.N. 


HUMMEL. Quartet in G major, 
Op. 30, No. 2. 

SCHUMANN. Quintet in E flat, Op. 44. 
Hollywood String Quartet with 
Victor Aller (piano). Capitol P8316 
(12 in., 41s. 84d.). 

p eerie Quintet : 


Rubinstein, Paganini Qt. 
Bohle, Barchet Qt. 


It is very much to be hoped that all the 
Hollywood Quartet recordings will gradu- 
ally be reissued over here by E.M.I. now 
that they own the Capitol catalogue. The 
present disc has not previously been issued 
over here although it has been available for 
some time in the United States, but it 
would be a great pity if E.M.I. were to 
confine their attention solely to discs which 
have not yet appeared in England. 

In the Schumann Quintet the recorded 
sound is a little steely—and steely is a word 
that could be used of the playing, in the 
first and third movements at least. This is a 
very fine performance, but in the last 
resort I found it less sympathetic than that 
of Rubinstein and the Paganini Quartet, 
for all that it is technically more perfect. 
But the Schumann Ouintet is not a favourite 
work of mine and if I bought this record it 
would be for the charming Hummel 


-quartet on the other side. 


a + BLP1031 - 
3/56) PL8960 
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This is consider- 
ably better recorded, and although the 
first movement is taken at a pace which 
makes it sound rather streamlined and 
ungenial the Hollywood players seem in 
general more at home in _ it—perhaps 
because it’s a much less romantic piece 
than the Schumann. 

I don’t think that this disc quite represents 
the Hollywood Quartet at their best, and 
the recording in the Schumann is certainly 
not up to the very best modern standards, 
but nevertheless it serves to remind us 
what a very fine team this is. j.N. 


FREDERICK THE GREAT. Sonata for 
Flute and Continuo No. 48 in 
E minor. Gustav Scheck (baroque 
flute), August Wenzinger (viola da 
gamba), Fritz Neumeyer (harpsi- 
chord). D.G.G. Archive EPA37041 
(7 in., 16s. 84d.). 

This is an engaging little oddment, not 
at all profound but perfectly accomplished ; 
it was almost certainly written for 
Frederick’s own use, since he was a keen 
amateur flautist. The tone of Scheck’s 
eighteenth-century boxwood flute is most 
attractive, but I wonder whether the original 
harpsichordist (perhaps C. P. E. Bach) 
would have dared to drown the royal 
flautist with quite so powerful a tone as 
Fritz Neumeyer obtains from his Neupert 
harpsichord. King Frederick may not have 
been a very great composer or even, 
according to some accounts, a very good 
flautist, but it was pleasant for a monarch 
to relax in this eminently civilised way. 

J.N. 
MOZART. (a) Quartet in D major, 
K.285. (b) Quartet in F major, 
K.370. Kehr Trio with (a) Aurele 
Nicolet (flute) and (b) Helmut 
Winschermann (oboe). 
SCHUBERT. (a) Adagio and Rondo in 
F major. (b) Rondo in A major. 
burg Philharmonic Orchestra 
conducted by Walter Martin with 
(a) Adolf Drescher (piano) and 
(b) Erich Rohn (violin). Telefunken 
LGX66065 (12 in., 39s. 74d.). 

The first side of this disc contains two of 
Mozart’s most civilised and beguiling 
chamber works: the best of the three flute 
quartets and the scmewhat later oboe 
quartet. Not perhaps great music, but 
excellent for late night listening, and likely 
to send you to bed on good terms with the 
world. The slow movements are par- 
ticularly lovely ; that in the flute quartet, a 
solo with pizzicato accompaniment, has an 
almost Gluck-like purity, and it is most 
expressively played on this disc. Perhaps 
the microphone is a little near, for one is 
conscious of the flautist’s intake of breath 
before each phrase. Also the silent bar that 
separates this movement fi um the finale has 
been robbed of its true value by the tape 
editor. Nevertheless this flute quartet is 


played with such polished phrasing and 
elegance that the success of the whole 
record seems assured. The cboe quartet is 
almost as successful, though the oboist is 
somewhat melancholy over the last move- 
ment ; 


his pleasant pawky tone is in marked 
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contrast to the smooth-sweet quality we are 
used to in this country. 

On the reverse side are to be found all 
Schubert’s concertos, and the reader can be 
forgiven for not knowing that he wrote any. 
Both works date from his late ’teens, and 
both were intended for performance in the 
home ; in fact, though the solo part of each 
has concerto characteristics, they are not 
concertos at all, the accompaniments being 
written for string trio and string quartet 
respectively. On this record these accom- 
paniments are played by a full string 
orchestra, and I can well believe they sound 
better blown up. The piano rondo has a 
delicious tune in which a six-bar phrase is 
followed by a seven-bar phrase, but the 
violin rondo (which also has a slow intro- 
duction) is so much less interesting as to 
have been barely worth recording ; also the 
solo violin is too prominent. 

The resonant quality of this “orchestral” 
side is in strange contrast to the dry but 
pleasant quality devised for the chamber 
works-on the other. Generally I found this 
mixture of not-too-familiar Mozart and 
wholly unfamiliar Schubert very en- 
joyable, and the playing in all four works 
is extremely polished. R.F. 


INSTRUMENTAL 


BACH. Preludes and Fugues: B minor, 
BWV544; G major, BWV550; C 
major, BWV545 ; C minor, BWV546. 
Helmut Walcha (organ). D.G.G. 
Archive APM14508 (12 in., 41s. 9d.). 
Recorded on the Schnitger Organ in 
Cappel. 


I often find that performances on baroque 
organs change my opinion as to the quality 
of a particular piece of music. On one of our 
big Victorian-type organs, some of the 
episodes in the G major fugue sound thin 
and ineffective, and one tends to think of 
the work as among Bach’s less successful. Yet 
as played by Walcha on the Schnitger 
organ at Cappel it radiates charm, and I 
enjoyed this G major prelude and fugue as 
much as anything on the record. Two-part 
writing at its least substantial, and thin 
flighty little arpeggio figures seldom come 
off on English organs; on eighteenth 
century ones they can sound ravishing. The 
first side of this record is enormously 
successful with the wonderful B minor 
prelude and fugue filling most of it, and the 
smaller-scaled G major to top off. (By the 
way, all the works on this disc come from 
Novello’s Book 7, except the C major.) The 
second side was slightly marred for me by 
the continuous use of full organ, or some- 
thing not far removed, from start to finish, 
so that after a time the quality of the organ 
tone began to pall. There would seem to be 
passages in the C minor where some 
reduction might have been possible. 
Walcha’s playing is as stylish and steady as 
ever. To his wide knowledge of the period 
and technical mastery he brings intellectual 
gifts which result in performances of the 
utmost distinction. There are moments, 
quite unimportant, when he appears to 
hesitate as though stop-changing, which is 
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surprising, as there are other moments when 
it is obvious that his wife is doing this for 
him. One wonders whether Bach’s wife was 
equally helpful in this respect. The quality 
of the recording is as good as ever. R.F. 


BACH. Keyboard Works : Toccata in 
CG minor, BWV911; Toccata in 
D major, BWV912. Fritz Neumeyer 


(harpsichord). D.G.G. Archive 
AP13033 (10 in., 30s. 11d.). 
Valenti (1/55) LLP8047 


The toccata, in the hands of composers 
like Frescobaldi and Bach, was a vehicle 
for keyboard virtuosity; and the two 
examples here, immensely varied as they 
are, are full of opportunities for the display 
of brilliant technique, contrapuntal ease and 
expressive phrasing. 0D.S., reviewing 
Valenti’s performances for Nixa two years 
ago, hailed them as constituting one of the 
finest records of Bach’s harpsichord music 
obtainable—an opinion which I heartily 
endorse; yet the bold registration he 
adopted and his treatment of dynamics are 
by no means historically authentic (and my 
learned colleague did not mention a curious 
and disturbing interruption, presumably for 
some recording purpose, halfway through 
the second fugue of the C minor Toccata). 
Save for the use of a ponderous sixteen-foot 
stop in the F sharp minor fugal episode in 
the D major Toccata, Fritz Neumeyer’s 
readings are those of a purist (he even uses 
an instrument tuned to the old low pitch), 
and the flawless accuracy and precision of 
his playing must command our respect. But 
beside the sparkling vitality, the virtuoso 
brilliance and the tremendous fire of 
Valenti’s performance, Neumeyer’s sobriety 
sounds academic; and though his slow 
tempi are probably stylistically more 
correct, the effect is often laborious and 
lacking in rhythmic impetus. Particularly 
is this so in the D major Toccata, where the 
first movement (after the introduction, that 
is) is extremely square, and the final gigue- 
fugue is totally lacking in zest. There are, 
too, some very slow and clumsy registration 
changes (as for example just before the 
codetta of the D major fugue). In fact, 
comparison of the two rival recordings 
leaves little doubt that the spirit is infinitely 
preferable to the letter. L.S. 


BEETHOVEN. Sonata No. 8in C minor, 
Op. 13, “ Pathétique”. Sonata 
No. 14 in C sharp minor, Op. 27, 
No. 2, “Moonlight”. Rudolf 
Firkusny (piano). Capitol P8322 
(12 in., 41s. 84d.). 

Sonatas Nos. 8 and 14: 


Frugoni (5/58) PL7160 - 
Gieseking (10/53) 38CX 1073 
a (2/55) WLP5184 
0.8: 
Fischer 1/54) ALP1094 
Solomon 3/54) ALP1062 
Backhaus (6/54) LX T2903 
Rubinstein (6/57) RB16004 
Sonata No. 14 
Horowitz (5/53) BLP1014 
Backhaus (10/53) LX T2780 
Solomon (12/54) BLP1051 


(7/55) DGM18020 

Anda (11/55) 38CX1302 
(6/57) RB16010 
Firkusny gives a sustained and thoughtful 
account of the first movement of the 
Moonlight, gravely considered, with the 
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melodies beautifully placed and balanced 
against the accompaniment. As _ thi 
Allegretto begins, one has a slight fear thai 
the player may belong to the “ jerky ” 
interpreters of this tricky movement; bui 
in fact Firkusny quickly establishes « 
serious-minded, rather heavy interpretation, 
not at all playful, which is extraordinarily 
convincing. And the Trio, in a strange way, 
sounds mighty. It seems an inappropriat« 
idea, until you actually hear the perform- 
ance. The Finale is very lightly pedalled, 
with strong and exciting contrasts between 
the tonal planes of the various sections. 


About the Pathétique I can find less to say, 
except that it is an admirable performance 
from every point of view: a beautifully 
executed account of a soundly considered 
reading, without remarkable features (or 
eccentricities) to point to. The recording is 
very good, though not of that outstanding 
excellence which the *“‘ FDS ”’ seal is said 
to guarantee. The total playing-time is only 
33 minutes. A.P. 


BEETHOVEN. Sonata No. 12 in A flat 
major, Op. 26. Sonata No. 13 in 
E flat major, Op. 27, No. 1. Wilhelm 
Kempff (piano). D.G.G. DGM18076 
(12 in., 41s. 9d.). 


— Lae 12 

ackhaus 6/51) LX 

Sonata No. 13: (6/51) wae 
Backhaus (10/53) LX T2780 


- It is surprising that the monthly stream of 
Beethoven sonatas should so far have 
poured by these two works, which are 
represented only in the Backhaus integral 
series—and that despite a “name” for 
the A flat, which is sometimes known as the 
** Funeral March ” Sonata, after its third 
movement. The new D.G.G. is a slightly 
irritating disc in that it contains one 
exceedingly fine performance backed by 
quite a poorish one. 

The A flat Sonata is played in a thoughtful, 
reflective way, with the utmost finesse and 
delicacy. A possible criticism might be that 
the opening page, the Theme, is treated in 
so sensitive a fashion, filled with shades of 
meaning, that it does not stand squarely 
enough to form a base for the Variations 
that are to follow. But it is not a criticism 
I should care to make, and was suggested 
only by Backhaus’s rather more robust 
handling of the same passage. In Kempff’s 
performance of the whole Sonata there is 
both a lovely quality in the interpretation, 
and superfine piano playing. It is rich in 
insight. The Funeral March is gravely 
stirring, and the balance and independent 
life of the parts in the Finale affords the 
purest delight. The Backhaus version, with 
the possible exception of the passage men- 
tioned above, is outclassed all along the line. 


In the E flat work, Kempff has taken his 
cue from the indication quasi una fantasia. 
He opens it too fast—a dangerously 
categorical statement, but the pianist him- 
self seems to support it by dropping into the 
natural tempo when the opening bars 
return. The first four bars, then, are fast. 
The next eight (ignoring repeats for this 
count) notch back; the next eight are 
delivered in so rhapsodical a fashion that the 
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shape of the movement can hardly bear the 
strain. Then we return to the opening bars 
at their natural tempo. Three bars before 
the Allegro, there is a horrid holding-back 
on the second C sharp. The movement ends 
with a tremendous romantic ritenuto. 


The second movement, marked molto 
allegro e vivace, is taken quite slowly ; the 
last note is held on and on, until one begins 
to wonder what can have happened. The 
Adagio is certainly beautiful, but the Finale 
is rather dully played. 


Backhaus, though not ideal, is certainly 
to be preferred. His tempi are more 
sensible; I slower, II faster (but only a little), 
and IV a little faster and rhythmically far 
more alert. Neither performance exists on 
the same level as Schnabel’s ; and patient 
collectors would certainly do well to wait for 
H.M.V.’s reissue of this. This is not one of 
those remarks idly thrown in, about 
Schnabel’s being better. I fetched out the 
Schnabel discs of the Sonata, and—despite 
my wholehearted enthusiasm for this 
pianist—was astounded beyond expecta- 
tion by the difference in the quality of 
interpretation revealed. Can any other 
pianist hold one on the music in quite this 
way, with such wonderful control of pulse, 
independent life in the parts (in the opening 
pages, especially), and perfect dynamic 
balance ? The Andante has a steady close, 
not a sentimental rit., but the phrase is 
wonderfully shaped through the dynamics. 
The Allegro within this first movement sends 
a start of delight through the listener. 
The Scherzo is taken really molto allegro e 
vivace. The last three bars of the Adagio 
make sense as single phrase. 


The D.G.G. is a good recording, with 
firm round tone, clear yet warm in the 
treble, rich in the bass. Its fault, especially 
in the A flat Sonata, is a little added splutter 
around certain loud notes in the middle 
ranges. The Backhaus is also well recorded. 
But the actual piano tone is best of all in 
the Schnabel 78s. A.P. 


BRAHMS. Variations on a Theme of 
Robert Schumann, Op. 9. Varia- 
tions on an Theme, 
Op. 21, No. 1. Andor Foldes 
(piano). D.G.G. DG17048 (10 in., 
30s. 11d.). 

These two sets of variations by Brahms, 
far removed in their reflective nature from 
the extrovert brilliance of the better-known 
sets on themes by Handel and Paganini, 
make a most interesting coupling. Over 
both of them falls the shadow of Schumann : 
Op. 9, indeed, based on one of the Bunte 
Blatter, was originally conceived by Brahms 
as an anonymous tribute to his friend at the 
time of his tragic collapse (Clara Schumann 
also wrote variations of her own on this 
same theme at this time), and in addition 
to the theme quotes the next Albumblatt in 
the ninth variation. In the Op. 21 Variations 
(written a couple of years later and less 
elegiac in mood, though predominantly 
subdued in utterance) the shape of the first 
variation recalls Schumann’s Romance in 
sharp, and there is a. momentary 
Schumannesque quotation in the finale. 
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Both works show Brahms’s effortless contra- 
puntal mastery and resource, allied to truly 
poetic feeling. 

Andor Foldes has a considerable. reputa- 
tion as an interpreter of Barték and 
Beethoven: here he gives us some of the 
most outstanding Brahms playing I have 
heard for a long time. He has the requisite 
breadth of style, his every phrase is deeply 
musical in thought, and every nuance (of 
dynamics, shading, rhythm and accent) is 
meticulously observed. (Perhaps he would 
enlighten me as to why, in bars 3 and 9 of 
the second Schumann variation, he sub- 
stitutes the harmonically weaker D sharp 
for the D natural printed in most texts ?) 
The piano tone is excellently reproduced, 
and altogether this is a disc which all 
Brahms-lovers will warmly applaud. L.S. 


CHOPIN. Polonaises: No. 3 in A major, 
-Op. 40, No. 1, ““The Military’. No. 6 
in A flat major, Op. 53. Stefan 
Askenase (piano). D.G.G. EPL30040 

(7 in., 16s. 84d.). 

Askenase is a marvellous Chopin player ; 
but these two pieces are perhaps not really 
quite ideal for him. To the poetry of the 
music he allows nearly always full flower, 
compelled to this in any event by instinct ; 
but its martial vigour sometimes elicits 
from him only half-hearted acquiescence. 

Still, Askenase acquiescing makes a better 
noise than many pianists asseverating ; 
really only a slightly plummy quality to the 
sound of the recording prevents the disc 
being fully recommended. M.M. 


CHOPIN. Etudes, Op. 10. Iso Elinson 


(piano). Pye CCT31002 (10 in., 
29s. 64d.). 

Cherkassky (2/56) ALP1310 
Novaes (3/56) PL9070 
Arrau (6/57) 383CX1443 


I have often admired Mr. Elinson’s 
playing in the past, both in broadcasts and 
recitals, but I wonder whether he was well 
advised to make his recording début with 
this set of Chopin’s studies. Their technical 
difficulties are so enormous (far more than 
appear at a casual glance) that few pianists 
can feel free to interpret them with complete 
control. Although there are a number of 
good points in this performance there are 
too many where the technical difficulties 
of the music have been allowed to dictate 
the shape of a phrase or a change of tempo. 
Moreover, in some places Mr. Elinson uses 
questionable rubato without this excuse— 
as in the well-known E major study, where 
the first note of each group is unsubtly 
squeezed. A respectable performance, then, 
but not an illuminating one; which is 
precisely what could be said of most of the 
other available versions. I gave a slightly 
fuller account of these in last month’s 
issue of THE GRAMOPHONE. Here it need 
only be said that Cherkassky’s is the most 
exciting but at the same time the most 


‘expensive, with no fill-up on the disc; a 


pound more for the same music is really 
rather a lot. Arrau throws in the Allegro 
de Concert (rather a bore) and Novaes the 


first Scherzo, but their performances are as 


a whole in much the same class as this new 
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one. Pye have given Elinson a well 
balanced recording ; occasional blurring is 
due to over-use of the pedal. pA a 


FROBERGER. Variations “ Auff die 


Mayerin”, in G major. Suite 
No. 30 in A minor. Eta Harich- 
Schneider (harpsichord). D.G.G. 


Archive EPA37098 (7 in., 16s. 84d.). 


In his book “ Music in the Baroque 
Era ”’ the late Manfred Bukofzer had this to 
say about Froberger’s Mayerin variations : 
“the order of the dance movements is 
French, the idea of the variation suite 
German, the mechanical patterns of the 
variation English, the inclusion of the dance 
in the variation Italian ’’. This may sound 
a little exaggerated, but Froberger was in 
fact one of the most cosmopolitan composers 
of the seventeenth century. If the French 
style eventually came to predominate in his 
music this was because France had become 
the arbiter of European taste. Froberger’s 
keyboard music has all been published in the 
Austrian Denkméiler series, but little of it is 
available in easily accessible editions. 
Perhaps his very internationalism has been 
a disservice to him, in preventing any one 
nation from placing him firmly in its 
pantheon. Certainly the quality of his 
music doesn’t warrant neglect. 

But I’m not sure that this little record 
does much to redress the balance. Eta 
Harich-Schneider, who is also known as an 
expert on Japanese court music, takes a 
rather splashy, romantic view of the music. 
There is fussy registration, some insecurity 
of rhythm, and too many small fluffs. The 
sarabande in the suite is over-dramatised ; 
in Froberger this dance is still fairly quick— 
differentiated from the courante mainly by 
its rhythm. Gerlin’s playing of the Mayerin 
variations in an anthology disc (OL50043) 
seems to me preferable. We must just go on 
hoping for a recording that will represent, 


- by a judicious selection of pieces, Froberger’s 


great versatility of style in writing for the 
harpsichord and the organ. J.N. 


LISZT. Années de  Pélerinage— 
Deuxiéme Année: Sonetto 47 del 
Petrarca ; Sonetto 104 del Petrarca ; 
Sonetto 123 del Petrarca; Aprés 
une lecture du Dante. Bela Siki 
(piano). Columbia 33CX1416 (12 in., 
41s. 84d.). 

These four pieces from the Italian Année 
de Pélerinage make up a very happy and well- 
contrasted programme: the three Petrarch 
sonnets, tender and intimate, thrown 
admirably into perspective by the daemonic 
urge of Liszt’s reaction to Dante, or to 
Victor Hugo’s reflections on Dante. 

The two styles, too, are differentiated 
most beautifully by Bela Siki. In the 
Sonnets he plays sensitively, revealing them 
for the poetic and harmonic masterpieces 
that they are ; he judges particularly well 
the balance of tune and accompaniment that 
will give an intimate effect to the whole. 
Just once, towards the end of the 104th 
Sonnet, I was mystified by some apparently 
perverse phrasing ; it is a tiny detail. 

Turn the record, and the tenderness of 
the Sonnets gives way to an impetuously 
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dramatic unfolding of Dante. To the 
extensive technical demands of this Fantasia 
quasi sonata Siki is equal on every occasion ; 
he gives a masterly performance. 

The recording is good and clear through- 
out. In the Sonata there is a tendency to 
clang in fortissimo, especially in the upper 
reaches of the piano, which is not wholly 
welcome ; but this marginal defect does 
not occur at all in the Sonnets. What is 
indubitably wholly welcome is the provision 
of unusually wide scrolls between the 
Sonnets ; it should for once be possible to 
guarantee a clean manual start on the 
second or third of them under even the most 
informally domestic of conditions. From 
many points of view this is a very happy 
record indeed. M.M. 


LISZT. Hungarian Rhapsodies: No. 14 
in F minor, *‘ Mohacs Field” ; No. 9 


in E flat major, “Carnaval de Pesth”’ ; 
No. 11 in Aminor ; No. 15 in A minor, 
“Rakoczy March”; No. 10 in 
E major, “Preludio”; No. 3 in 
B flat major; No. 7 in D minor. 
Alexander Brailowsky (piano). 
R.C.A. RB16014 (12 in., 39s. 74d.). 

I have not previously met the subtitle 
claiming the 14th Hungarian Rhapsody to 
be associated with the town of Mohacs, 
historic battlefield of Hungarians and Turks. 
An unfortunate apostrophe on the record 
label and sleeve attributes the ownership of 
the field to a Mr. Mohac ; but Brailowsky 
commits no such solecism in his playing. 
Indeed he plays this rhapsody, as all the 
others, with a very great sense of the shape 
and the value of the music, preferring this 
always to any particular dazzlement of 
technical display. 

The same factor of consideration primarily 
for the music has resulted in a well-chosen 
selection of the Rhapsodies ; in particular 
it is good to see included the comparatively 
simple No. 3, and the very idiomatic No. 7, 
both scarcely ever played. The recording is 
bright and clear enough to allow sub- 
stantial enjoyment of the most satisfying 
performances; with a slightly greater 
depth and roundness of tone this disc would 
be unreservedly recommended. M.M. 


PROKOFIEV. Sonata No. 2, Op. 14. 
Sonata No. 3, Op. 28. 
SCHUBERT. Fantasy in C major, 
Op. 15, “ The Wanderer ”’. 
Graffman (piano). R.C.A. RB16015 
(12 in., 39s. 74d.). 
Prokofiev Sonatas : 


No. 2—Cornman 


No. 3—Cornman (12/53) LX T2836 
Schubert Fantasy : 


Curzon (10/51) LX3059 
Frugoni (8/54) PL6690 
Aeschbacher (12/55) DGM19001 


The four artists who have recorded the 
‘* Wanderer’? Fantasy have each seen the 
work in a different light: Curzon saw it as 
essentially rhapsodic and Lisztian ; Frugoni 
as more structurally integrated, more 
symphonic ; Aeschbacher stressed its poetry 
(to such an extent that the rhythm became 
limp and the momentum for this long work 
was lost); now Graffman stresses the 
virtuosic side—the side which defeated its 
composer’s own keyboard technique. Gary 
Graffman, a young American prodigy (he 


(6/52) LXT2691 


The GRAMOPHONE 


is still only in his twenties), is certainly in 
the virtuoso class, and has already been 
likened to the young Horowitz: yet, 
though he gives us plenty of dash and brio, 
he is not lacking in expressive nuance, even 
if his reading of the Fantasy as a whole as 
yet lacks something of maturity. He starts 
with a real allegro con fuoco—anlike Aesch- 
bacher’s rather sloppy opening—with wide 
dynamic contrasts; there is absolute 
clarity in the fugato of the finale ; and the 
Scherzo is deliciously light and dancing. 
Choice between him and his rivals, how- 
ever, is complicated by the recording 
engineers, who have produced a _ hard, 
shallow piano tone which, in the slow 
movement particularly, minimises any 
warmth in the playing. The Decca is 
frankly too non-hi-fi to be really acceptable 
these days ; the Vox is not bad, though, as 
A.P. remarked at the time, it is inclined to 
be a bit thin on top in forte passages ; the 
D.G.G. is best in this regard, but is allied 
to a performance which is not only flaccid 
but, in the finale, none too tidy. Taken by 
and large, my vote would go, I think, to 
Frugoni on Vox for a thoroughly coherent 
and musical performance (though some of 
his rubato mannerisms are a bit obtrusive) ; 
but for sheer pianism young Graffman is a 
newcomer to take notice of. 

When it comes to the coupling—a strange 
bedfellow for Schubert—there is no question 
about it at all: if you want these two 
Prokofiev sonatas, this is the version to 
have. Cornman’s recording of No. 2 
suffered from a cramped dynamic range, 
and his No. 3 was too easy-going by half, 
missing altogether the forceful thrust the 
work demands. Graffman again receives 
very dry recording, clangy in fortes—in the 
Second Sonata the microphone also sounds 
too far away—but there is far more subtlety 
of tonal values ; and that he is not lacking 
in lyricism ean be heard in his cantabile 
playing in the Andante of No. 2 or the 
tranquil semplice section of No. 3. The really 
exciting part of his playing, however, is 
the daemonic drive he imparts to the 
tempestoso of No. 3, and, in No. 2, the 
brilliantly grotesque Scherzo and the terrific 
bite in the finale. Yes indeed, let us keep an 
eye on Mr. Graffman. L.S. 


SCHUMANN. Davidsbiindler Dances, 
Op. 6. Symphonic Studies, Op. 13. 
Rudolf Firkusny (piano). Capitol 
P8337 (12 in., 41s. 84d.). 

Dances, Op. 6: 


u 
Edith Fischer 


(9/56) PL8860 
(10/56) CLP1071 


(12/52) CLP1002 
T2869 
P1142 


(8/54) AL 
(10/53) 38CX1072 . 
LGX 


(12/54) 66029 
(12/54) BLP1061 
(5/55) NBR6015 
Kempff (3/57) DGM19077 
Opinions on the merits of Schumann 
piano playing differ as widely as do the 
styles of the interpreters: so you may not 
agree in finding the new Firkusny version 
of the Davidsbiindlertanze quite decidedly the 
one to have (of the three now available ; 
I have not gone back over the Demus 
version, now deleted) in one’s collection. 
One of the chief problems in Schumann 
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performance is how to make the piano 
texture agreeable—a problem which Rach- 
maninov and Cortot, in their different 
ways, solved to perfection. Firkusny, too, 
manages to prevent the writing from 
sounding too thick: by a careful discrimina- 
tion between essential and accompanimental 
notes, by springy accents, by judiciously 
free phrasing. 

He plays with great subtlety, as if he 
were in love with the music, and wished us 
to be so too—particularly the pages 
composed by Eusebius. XIV, the middle 
section of XV, and the lovely XVII (wie 
aus der Ferne) are particularly notable for 
their poetic quality. He gives us many, 
but not all, the repeats; and each time 
uses a repeat to illumine some new aspect 
of the music. In V, the tenor motif is 
given a gentle new stress; in XI, the 
lower octave of the melody is dominant the 
second time. 

Edith Fischer, in this work, is able, but 
by comparison with Firkusny unshaded and 
sometimes heavy. She spreads the Dances 
over most of two sides, with three Mendels- 
sohn Studies as a fill-up. Wiihrer, who 
couples the Dances with the Concerto 
without Orchestra, must attract those who 
already have their Symphonic Studies in a 
satisfactory version. His reading is fine- 
grained, but more conventional, with a 
thicker texture and often (e.g. the con- 
trasting “F.” and “ E.” sections of XV) 
less poetic. 

Firkusny brings the same qualities to his 
deeply enjoyable account of the Symphonic 
Studies, which he plays in a standard text, 
without additional variations. This is not, 
however, so miraculous a performance as 
Cortot’s, which I have just played through 
once again, and which I would once more 
urge on all lovers of piano playing (the 
coupling is Carnaval). Compare Firkusny’s 
powerful and dynamic reading of IV with 
Cortot’s elegant one—unexpectedly light 
(but Schumann gave no dynamic indica- 
tion, and all the s/s are there) ; and admire 
Cortot’s more playful, fantastic reading of 
V. The H.M.V. disc also offers five 
additional (and very beautiful) variations, 
from the posthumous appendix to the work. 

The Capitol recording yields a very 
real sound, but I suspect that the piano 
itself was not a particularly excellent one. 
Between about D on the treble stave and 
the octave above it has a plain tone, and 
melodies which slip in and out of this 
range (e.g. the scintillating right-hand 
accompaniment of the third Study, or the 
opening of XI) change quality in mid- 
course. This is not a serious enough fault 
to deter people from the record, particularly 
if the Davidsbiindlertanze are their first 
concern ; but it compares badly with the 
sparkling treble, the rich firm bass and 
smooth tonal transitions of the piano tone 
on the Cortot disc. A.P. 


The T. 

To coincide with the current production 
of The Trojans by Berlioz, the Oxford 
University Press have published the English 
Libretti in a translation by Edward J. Dent 
(5s.). 
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Grieg Recital : 
Jeg elsker Dig, Op.5, No.3; Ero:, Op.) 
Millom Rosor, Op.39, 0.4; 


A, 






Britten Der gynger en Baad paa Bolge, Op.69, 


‘The Prince of the Pagodas Hytten, Op.18, Vol.II, No. | 
Det forste mode, Op.21, Nor 


3 
The Orchestra of the | ree 
Jeg giver mit digt til varen, Op.z1,} 
Royal Opera House, Covent Garden 


Med en primulaveris, Op.26, No 
LXT 5336-7 P Med en vandlilje, Op.25, Nos 


En Drém, Op.48, No.6; 
Mozart OF | Liden h@jt deroppe, Op.38, No 
Concerto No. 12 in A major Pes inate Penman, Spon, Ging 

Liden Kirsten, Op.60, No.1: 


Den Aergjerrige, Op.26, No.; 
with Edwin McArthur 
LXT 5264 


for Piano and Orchestra, K.414 
with The Aldeburgh Festival Orchestra 
(recorded at the 1956 Aldeburgh Festival) 

LW 5294 
Haydn 
Symphony No. 55 in E flat major— 



























‘Schoolmaster’; 
Symphony No. 45 in F sharp minor— 
‘Farewell’ 


The Aldeburgh Festival Orchestra 
(recorded at the 1956 Aldeburgh Festival) 


LXT 5312 


Erect Angormet 


1 


Tchaikovsky : 






Symphony No. 6 in B minor, Opus 744 





‘Pathétique’ 





L’Orchestre de la Suisse Romande . 
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: Bartok 
Ferrier Concerto for Orchestra 
Broadcast recital from Norway 
“The Fairy Queen’ (Purcell): 
Hiark! ‘The echoing air; ‘Atlanta’ (Handel): . 
Like as the love-lorn turtle; ‘Admeta’ (Handel): Rimsky- Korsab 
How changed the vision; Lieder (Wolf): RECOROS The tale of Tsar Saltan— pr 


Verborgenheit; Der Gartner; 


L’Orchestre de la Suisse Romande 


LXT 5305 


May night—Overtu 










Auf ein altes Bild; Auf einer Wanderung; ' — a 
A few words by Kathleen Ferrier introducing Altar (Jensen) Russian Easter festival—Ugie : 


with Phyllis Spurr 
LXT 5324 


liturgical themes, () 
L’Orchestre de la Suisse 





nd 
LXT 5311 













Bach 
English suite No. 6 in D minor (Bwv 811); 


holm, French suite No. 5 in G major (BWv 816) 
and Prelude and fugue in G major, No. 15, 


Book 1 (BWv 860) 


Backhaus and Prelude and fugue in G major, No. 39, ay 
Book 2 (BWv 884) | 


LXT 5309 
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Opn 1 Bach and Handel Recital 


“— & Bach Cantata No.208: Sheep may safely graze; 



















9.69, ‘St. Matthew Passion’: Break in grief; Tchaikovsky 
0.3; 4 Cantata No.147: Jesu, joy of man’s desiring; : ‘ : 
No. Clavierbiichlein fiir Anna Magdalena Bach: If thou be near; | Concerto in D major 
).21, \ Handel ‘Radamisto’: Gods all powerful; for Violin and Orchestra, Opus 35 
», No ‘Semele’: O sleep! Why dost thou leave me?; with The London Symphony Orchest 
No, ‘Messiah’: He shall feed his flock : : 
ducted by Ataulfo A 
6; and | know that my redeemer liveth; centile cates 
3, No ‘Cantata con Stromenti’: Praise ye the Lord LXT 5313 
No. with The London Philharmonic Orchestra 
tp conducted by Sir Adrian Boult 
No.; 7 
hur LXT 53 10 
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Vir Adrian Boult 


Vaughan Williams 















Symphony No. 8 in D minor 


remainder of 2nd side: 
Partita for Double String Orchestra 
The London Philharmonic Orchestra 


LXT 5314 














Brahms 






Symphony No. 1 in C minor, Opus 68 


S my Ant 
i+ The Vienna Philharmonic Orchestra 
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Prokofiev 


The love of three oranges— 






Mozart 
Symphony No. 40 in G minor, K.550 







Suite, Opus 33a 


The London Philharmonic Orchestra 









The London Symphony Orchestra 


LW 5287 


de LW 5296 


Marie -Lige de Montmollin 
Michel Hamel, 
Le Roi David 
Q D Choeur des Jeunes de I’Eglise 
uUZamMMe OMY Nationale Vaudoise 
Q hame A udel L’Orchestre de la Suisse Romande 
tep Stravinsky 


The soldier’s tale—Concert suite 
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members of 


L’Orchestre de la Suisse Romande 


ciiiieeanteaiaaiiae frnect A neermoer 


LXT 5321-2 (Book of words 1/-) 






Mozart 

Sonata No. 15 in C major, K.545 and 
Sonata No. 11 in A major, K.331; 

Sonata No. 13 in B flat major, K.333 

LXT 5323 
















Ataulfo Argenta 


jEspania! 
Capriccio espagnol, Opus 34 (Rimsky-Korsakov); 


Andaluza-Danza espanola No. 5 in Eminor, Opus 37 (Granados); 
Espana(Chabrier); Spanish dances, Book 1, Opus 12 (Moszkowshki | 


The London Symphony Orchestra 
LXT 5333 


Anita Corquett 


Operatic Recital 
‘Aida’ (Verdi): O patria mia; 
‘I vespri siciliani’ (Verdi): Merce, diletti amiche; 
‘Norma’ (Bellini): Casta diva; 

‘Agnes von Hohenstaufen’ (Spoytint): O re dei cielt; 
‘Nabucco’ (Verdi): Anch’ io dischiuso un giorno; 
‘Ernani’ (Verdi): Ernani, involami; 

“Tosca’ (Puccint): Vissi d’arte; 

‘La forza del destino’ (Verdi): Pace, pace mio Dio 
with The Chorus and Orchestra of 


the Maggio Musicale Fiorentino 
conducted by Gianandrea Gavazzeni 


LXT 5289 


Gianondrea 
Gavazzeni 


Orchestral Highlights from the Operas 
‘Le Maschere’ (Mascagni): Overture; 
‘Guglielmo Ratcliff’? (Mascagni): Intermezzo; 
‘Suor Angelica’ (Puccini): Intermezzo; 

‘La Wally’ (Catalani): Prelude to Act IV; 

‘Il Signor Bruschino’ (Rossini): Overture; 
‘Luisa Miller’ (Verdi): Overture; 

‘Norma’ (Bellini): Overture; 

‘Linda di Chamonix’ (Donizetti): Overture 


The Orchestra of the 
Maggio Musicale Fiorentino 
LXT 5288 


DECCA 


_ RECORDS 


Pioriwn Gamba 


Adventure in Sound 
‘La Traviata’ (Verdi): Preludes to Acts I and III; 
‘Cavalleria Rusticana’ (Mascagni): Intermezzo; 
‘Cleopatra’ (Mancinelli): Overture; 

‘I vespri siciliani’ (Verdi): Overture; 
Notturno in G flat major, Op.70, No.1 (Martucct); 
‘La Gioconda’ (Ponchiell:): Dance of the hours 
The London Symphony Orchestra 


LXT 5325 


Anthony Collinge 


Orchestral Showpieces in Hi-Fi 
Overture di ballo (Sullivan); 
Shepherd Fennel’s dance (Gardiner) 
and Shepherd’s hey (Grainger) 
The New Symphony Orchestra 


of London 


LW 5297 


I| Virginia Zeam 


Operatic Recital 
‘La Traviata’ (Verdi): Ah! Fors’ é lui. . . Sempre libera 
and Addio del passato; 

‘I Puritani’ (Bellini): Qui la voce (Mad scene); 
‘La Sonnambula’ (Bellini): Ah! Non credea mirarti; 
‘Lucia di Lammermoor’ (Donizettt): 
Regnava nel silenzio;, 

‘La Bohéme’ (Puccini): Si, mi chiamano Mimi 
and Donde lieta usci; 

‘Lucia di Lammermoor’ (Donizetti): 

Il dolce suono ... Ardon gl’incensi (Mad scene) 


with The Orchestra of the 
Maggio Musicale Fiorentino 
conducted by Gianandrea Gavazzeni 


LXT 5317 





July, 1957 


GUITAR MUSIC OF LATIN AMERICA. 
Etude No. 11; Etude No. 5; 
Prelude No. 4; Prelude No. 2 
(Villa-Lobos). Bullerias y Cancion ; 
Tehuacan (Barroso). Preludio— 
Para Guitarra, Op. 5, No.1; Choro 
da Saudade (Seng of Longing) 
(Barrios). Vals (Ponce). Preludio y 
Tremolo. Invention in Two Parts ; 
Cajita de Musica (Music Box) 
(Almeida). Laurindo Almeida 
(guitar). Capitol P8321 (12 in., 
41s. 84d.). 


Laurindo Almeida’s previous anthology, 
Guitar Music of Spain, was very favourably 
reviewed by L.S. in THE GRAMOPHONE of 
November, 1955 ; and this companion disc 
is well up to that earlier standard. 

Paraguay is represented by Barrios ; 
Mexico by Barroso (the guitarist of For 
whom the Bell Tolls) and Ponce; Brazil 
by Villa-Lobos and by Almeida himself, 
who as a composer stands up well to the 
others—but whose tinkling Musical Box 
scarcely forms a suitable end to the recital. 
All the composers, for that matter, tend to 
the severe, or at least to the unexciting ; 
nobody is in danger of being set dancing 
by this music (Almeida may well think, I 
suppose, that he sets quite enough people 
dancing when playing in a different 
context). Probably this is a side of Latin- 
American music that guitarists think should 
be better known, and so perhaps it should ; 
certainly every piece is agreeable enough. 
It is also most beautifully performed ; and 
I do not see how the recording could be 
bettered in any way at all—even the 
guitar, easiest of soloists, has surely seldom 
been caught so well as this. 

It may be worth mentioning that the two 
Villa-Lobos Preludes are, I think, recorded 
in the inverse order to that given on the 
record label. It is obviously much more 
worth mentioning that in its field this must 
be one of the most satisfying records ever 
made. M.M. 


CHORAL AND SONG 


BACH. Motets : Singet dem Herrn ein 
neues Lied, BWV225; Lobet den 
Herrn, alle Heiden, BWV230; Fiirchte 
dich nicht, ich bin bei dir, BWV228 ; 
Komm, Jesu, komm, BWV229. 
Thomanerchor, Leipzig, conducted 
by Giinther in. D.G.G. 
Archive APM14060 (12 in., 41s. 9d.). 


Singet dem Herrn: 
Berlin yo Ch., Arndt 


errn: 
Berlin Motet Ch., Arndt 
Komm, Jesu, komm: 

Shaw Chorale (8/56) ALP1360 
_ Unlike some composers who were 
indulgent to inadequate performances of 
their works, Bach had very decided views 
about what constituted a reasonable per- 
formance standard: we have the testimony 
of one of his ex-choristers at St. Thomas’s 
that, if he was dissatisfied with their singing 
of the cantatas (as; alas, he nearly always 
was), he used to thrash them. Such extreme 
measures are, I hope, not called for with 
their descendants ; but I canrot imagine 
the old Cantor being particularly happy 
with their work, as recorded here. He would 


(4/56) LGM65032 
(8/56) LGM65085 
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have been caustic, I am sure, about the 
trebles’ constant flatness in Lobet den Herrn, 
and would have had something to say about 
the choir rising half a tone in Singet dem 
Herrn ; he would, I fancy, have found the 
boy altos weak in their low register in Komm, 
Jesu, komm, and would have rebuked the 
choirmaster in no uncertain terms for letting 
the choir sing with no light and shade for long 
stretches (e.g. in Fiirchte dich nicht), with no 
feeling for phrasing (in the same motet, or 
in the phrases interrupting the chorale lines 
in the middle of Singet dem Herrn), with poor 
legato, and with an aspirated accent on 
every single semiquaver in every run 
throughout the motets. He would have 
called this unmusical, and I would agree 
with him. He would nevertheless, as a just 
man, have given credit for the precision 
achieved ; the old low pitch would have 
sounded right to him ; he would probably 
not have worried too much about (though 
he would have regretted) the absence of 
antiphonal effect from his double choirs ; 
and even if he had to strain his ears (mostly 
in vain) to hear the harpsichord continuo 
in Lobet den Herrn, he would rather have 
had the instrumental bass line alone than 
find it brazenly omitted altogether, as in 
the recording by the Berlin Motet Choir. 
My guesses are that for Singet dem Herrn he 
would have preferred the Berlin group for 
its lively singing, its tone contrasts and its 
lightness in florid passages ; that for Komm, 
Jesu, komm he would have fallen with 
delight on the Shaw Chorale’s performance, 
even though the substitution of women for 
boys might at first have struck him as 
unorthodox ; and that for the other two 
motets in question here he would go on 
hoping that someone would eventually do 
them justice. 


DISTLER. MG6rike—Chorliederbuch, 
Op. 19. Barbara Kucharski (con- 
tralto), Norddeutscher Singkreis, 
Hamburg, conducted by Gottfried 
Wolters. D.G.G. DGM18402 (12 in., 
41s. 9d.). 

Hugo Distler, born in 1908, was a 
soundly trained Kapellmeister who at the 
age of 23 went as organist and cantor to the 
church of St. Jakobi in Liibeck (whose 
organ we know well from the D.G.G. 
Archive Series). In 1937 he went to the 
Stuttgart Musikhochschule as professor of 
church music, and here he composed his 
Marike Choral Song Book. Then in 1940 he 
went to the Berlin Hochschule, and two 
years later also became director of the 
Cathedral Choir. In this same year he took 
his life—because of overwork, according to 
the D.G.G. sleeve, because “ unable to 
endure the terror and conflicts imposed by 
the Nazi régime ”’, according to Grove. 

The disc contains a selection of 22 part- 
songs from a set of 48. Individual numbers 
from this collection, the sleeve tells us, 
‘‘are popular wherever German singers 
meet ”’, Obviously these — well-worked 
compositions, in various combinations for 
mixed, male and female voices, have a 
practical value in providing choral societies, 
Liedertafeln, with material; but to have 
them sung at us, one after another, on a 
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record is not strikingly enjoyable—especially 
as many of them are strophic. Distler 
evidently did not possess a very strong 
melodic gift; but that did not deter him 
from setting songs as well-known (to other 
music) as Der Feuerreiter, Verborgenheit, 
Nimmersatte Liebe—indeed all but three of 
the poems on this disc had already been set 
by Wolf. The singing of the Hamburg choir 
is highly accomplished, and the recording 
clear. A.P. 


HONEGGER. Le Roi David. Suzanne 
Danco (soprano), Marie-Lise de 
Montmollin (mezzo-soprano), 
Michel Hamel (tenor), Stéphane 
Audel (narrator), Choeur des Jeunes 
de PEglise Nationale Vaudoise, 
L’Orchestre de la Suisse Romande 
conducted by Ernest Ansermet. 
STRAVINSKY. The Soldier’s Tale— 
Concert Suite. Members of 
L’Orchestre de la Suisse Romande 
conducted by Ernest Ansermet. 
Decca LXT5321-2 (two 12 in., 79s. 3d.). 
Le Roi David : 
Honegger, Fr. Nat. Rad. Orch. 

Soldier’s Tale : aanaiiaansaants 
Stravinsky, Ensemble (10/55) ABL3065 
Rossi, Ensemble (12/55) PVL7009 

To my mind Honegger did himself a 
disservice when he decided to salvage all 
the incidental music he had written for Le 
Roi David by the Swiss playwright René 
Morax and to recast it in the form of an 
oratorio. There are twenty-seven numbers 
in all (one or two of them played con- 
secutively), but hardly any of them are 
more than one or two minutes long and the 
linking narrative quite fails to give the piece 
any kind of dramatic shape. I feel it would 
have made a much more satisfactory work if 
Honegger had dropped some of the less 
significant musical numbers and rearranged 
the rest (without spoken narration) into a 
choral suite based on the psalms of David. 
I can’t deny that the work had an immediate 
and amazing success in its present form. 
Was this due perhaps to Honegger’s refresh- 
ingly direct way of setting the Biblical 
words ? It may be, as the sleeve-writer 
remarks, that Walton was encouraged to 
write Belshazzar’s Feast by the success which 
Le Rot David had in England, but if so he 
could hardly have devised a more telling 
way of showing up the weaknesses of the 
earlier work, for Belshazzar has a magnifi- 
cently convincing dramatic structure and 
Honegger’s piece has none. 

However, in its (deliberately ?) un- 
sophisticated way it can be quite exciting. 
Ansermet gets playing and singing of great 
vigour out of his large forces and Decca 
have made a first-rate job of getting it all 
on to the disc. Of the soloists Suzanne 
Danco gives pleasure, and Michel Hamel 
still more, but Marie-Lise de Montmollin 
sings flat in two of her numbers—the song 
of the boy David as he minds his father’s 
sheep, and the song of the serving-maid. 
With this small exception the new recording 
can be said to outclass the earlier one 
completely, even though that was made 
under the composer’s direction. Both 
recording and performance are better, and 
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M. Audel delivers his narration in a less 
rhetorical manner, which is far. .better 
suited to the gramophone than the hamming 
we had on the earlier version. 

Stravinsky’s music for The Soldier’s Tale 
comes as a bonus, too, but Stravinsky- 
enthusiasts are likely to have it already, 
since one version is coupled to the best 
version of the Symphony of Psalms (the 
Philips) and the other to the best version of 
Les Noces (Vanguard). Never mind ; this 
new version is well worth having too. 
Without emulating Stravinsky’s own ruth- 
less drive, Ansermet brings out all the 
music’s sardonic wit, and he is brilliantly 
served by the recording engineers. Only 
the final percussion solo seems a little 
lacking in bite. J.N. 


GREGORIAN CHANT. Missa VIII (de 
Angelis) cum Credo III in Festis 
Duplicibus. Benedictine Monks’ 
Choir of the Abbey of St. Martin, 
Beuron, directed by Dom Maurus 
Pfaff, D.D., O.S.B. D.G.G. Archive 
EPA37112 (7 in., 16s. 84d.). 

The Missa de Angelis, which was composed 
some time during the fifteenth and sixteenth 
centuries, and so belongs to what one might 
call the leaden age of Gregorian Chant, is a 
curious, and disappointing, choice for the 
Archive series. It would have been much 
more rewarding to have been given a 
recording of either Fons bonitatis (II) or Rex 
splendens (VII), unless the idea is simply to 
give parish choirs a model. The singing is 
forthright and firm-toned and Gloria and 
Credo are taken, rightly, at a brisk tempo, 
but the intonations are dawdled over, with 
the final notes unduly prolonged. The 
recording is excellent and the text of the 
Ordinary is printed on the back of the card 
enclosed with the disc. A.R. 


OPERATIC 
FLOTOW. Martha. 


Nancy Pia Tassinari (cont.) 
Lionel Ferruccio Tagliavini (ten.) 
Enrichetta Elena Rizzieri (sop.) 
Plunkett Carlo Tagliabue (bar.) 
Tristano Bruno Carmassi (bass) 
Sceriffo Mario Zorgniotti (bass) 
A Servant Alberto Albertini (bar.) 


Orchestra Sinfonica e Coro di 
Torino della Radiotelevisione 
Italiana conducted by Francesco 
Molinari Pradelli. Cetra LPC1254 
(two 12-in., 115s.). 

Martha in Italian may cause some 
eyebrows to rise. ‘‘ Enrichetta” seems a 
long way from Queen Anne’s lady-in- 
waiting Lady Hariet (cries of “‘ Coraggio, 
milady!”’ are heard at one point). Sir 
Tristram and the Sheriff undergo a 
Mediterranean change and Farmer Plunkett, 
in the Verdian style of Signor Tagliabue, is 
hardly recognisable. But Covent Garden 
always used to do Flotow’s piece in Italian 
and last did so indeed for Gigli in 1930. 
The secret is probably that in this language 
one can avoid a German tenor singing the 
Romance, which is often a somewhat trying 
. &xperience. 
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There is that reason then, for investigating 
this Cetra set which is quite well, if not at 
all vividly, recorded and generally well put 
together. There is also the absence of 
another reasonably complete Martha to add 
weight to this choice. Although there exists 
somewhere a fairly full version with Wilma 
Lipp, all that the LP catalogues now offer 
are two German pot-pourris of which that in 
which Erna Berger sings the “‘ Last rose ”’ 
is to be preferred. But such excerpts 
naturally concentrate on the plums and 
when reviewing the latter (Deutsche 
Grammophon) I regretted the absence of 
many a tinkling and pretty piece of con- 
certed singing—other than the aching old 
quintet. 

Well, here are such omissions repaired ; 
for instance the delightful Donizetti-like 
duets for Lady Hariet and Nancy in the 
first seene—sounding more Italian than ever 
with Tassinari richly booming and Rizzieri 
hardening and shrilling on the upper line. 
One would not say either was well cast. The 
mezzo is too much like Amneris for the 
frolicsome lady-in-waiting; and Mme 
Rizzieri, though a lively Susanna at Glynde- 
bourne, here seems to be singing more to 
the Italian taste, using a sharper timbre than 
suits her. However she sings the ‘* Last 
Rose”? with a certain simplicity (nothing 
like as well as Erna Berger, however) and 
keeps up her end in the quintet, in the 
spinning quartet and in the scene of good- 
nights (“‘Dormi pur” in Italian and 
worth contrasting, if you can do so, with 
the Caruso-Alda relic of the same, on 
CSLP511). 

Mention of Caruso brings us to what is 
probably the chief consideration: the tenor 
role as sung by Tagliavini. He displays 
most of his usual graces, which here include 
singing the second verse of “‘ M’appari ”’ 
in the lightest of pianissimos. But in spite 
of his winning ways, he hardly shapes the 
old romance as effectively as he might ; 
he is, in my view, no match for either 
Caruso (loud) or Schipa (delicate) in this 
piece. But his easy Italian emission and his 
ingratiating timbre fall very pleasantly on 
the ear after the strain and tension of some 
German versions. 

Maestro Pradelli conducts with a com- 
fortable and graceful assurance and the 
minor parts and chorus are all up to 
standard. The old piece makes much better 
** blind ” listening than many more famous 
light operas by Rossini or Donizetti and on 
the whole can be recommended as a 
pleasant, if not exactly a thrilling, four 
sides. P.H.-W. 


PONCHIELLI. La Gioconda : “ Ciclo 
e mar!”; Gianni Poggi (tenor), 
**Suicidio!”. Maria Meneghini 
Callas (soprano), L’Orchestra Sin- 
fonica della Radio Televisione 
Italiana di Torino conducted by 
Antonio Votto. Cetra EPO0302 
(7 in., 21s.). 

Would you call this extended play ? The 

coupling is what went on many a 78. 

Poggi’s singing of ‘‘ Cielo e mar”, a 
reflective and beautiful aria, is coarse and 
blustering, very second rate singing and 
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easily outclassed by other versions. Callas’s 
‘* Suicidio ”” however is pretty impressive, 
though she has the misfortune to have a 
conductor who seems not to feel the 
instinctive pull of the music and actually 
takes some of the fire out of the singer’s 
address to the famous aria by sluggish 
handling of the orchestra, which in any case 
does not show up well as a piece of record- 
ing. I shall incur the odium of Callas tans 
by saying I do not think that even in 
temperament she does it quite as power- 
fully as Destinn (who can be heard in the 
penultimate H.M.V. transfer of 50 years of 
operatic singing). Destinn’s low notes on 
“dentro l’avel”’, etc., are firmer; just 
there Callas tends to sound a bit hollow. 
Also the high éenuti are apt to go into a sort 
of trill (“ultima croce” is one) where 
Destinn’s are as firm as a tight rope. But 
the temperament and the musicianship 
shown by the young American Greek diva 
are sufficiently remarkable to make this a 
record well worth hearing. I think Pon- 
chielli is underrated. La Gioconda should 
never have been dropped ; if we can take 
Forza we can take this. Perhaps Mme 
Callas will assume the role and astound us. 
The recording of the voice as opposed to 
the orchestra strikes me as lifelike. 
P.H.-W. 


PUCCINI. La Bohéme : “ Che gelida 
manina”’; “ Si, michiamano Mimi” ; 
** O soave fanciulla ” (Act 1) ; ‘‘Addio 
di Mimi” (Act 3). Dorothy Kirsten 
(soprano), Richard Tucker (tenor), 
' Metropolitan Opera Orchestra, 
New York, conducted by Fausto 
Cleva. Philips NBE11053 (7 in, 

12s. 104d.). 

Three plums from Act 1 and the ever- 
green “ Addio” from Act 3 obviously 
make up a nice little Bohéme bargain for the 
right (perhaps incipient) collector. These 
are generously sung and artistically intended, 
though rather second-rate performances, 
with nothing special about this or that 
celebrated phrase to mark it off from 
hundreds, literally, of other versions. Both 
singers seem to be too near the microphone 
and the effect is quite unnatural in the love 
duet, where the singers ought to be bathed 
in moonlight and orchestral sound indis- 
tinguishably ; not stuck out, shouting into 
our ears. The enunciation of Italian is 
commendably clear, yet there is a moment 
when Mr. Tucker, with the simple, metro- 
logical “‘ freddo ”’, bangs home the double 
““G” all too alarmingly. Moreover we 
hear too much of Miss Kirsten’s calculated 
coyness at such close range. Both singers 
have big voices (recorded by now in almost 
every favourite duet): how pleasant it 
would have been, when both take high C’s 
at the end of the duet, to have had Puccint’s 
inspiration—i.e. the voices gradually going 
away into the night. Instead, both singers 
are heard in stupendous close-up, un- 
wrenching their voices from the clinch at 
the end like two pairs of molars leaving a 
toffee-apple with well bethought synchonis- 
ation. 

However, Miss Kirsten’s Mimi is obviously 
a dear; if not entirely idiomatic in the 
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slides and holds she applies to the Narration 
or the shading she gives to the last “‘rancore”’ 
in the Farewell, she still sings the songs 
affectingly. Mr. Tucker, as a lyrical tenor, 
seems to me to have few of the great assets 
he exploits as a robusto. But in spite of 
some rather clenched sounds and an all too 
effortful top C in ‘‘ Che gelida ’’—why, on 
a record, such a push? Why not a light 
high C ?—he sings with ardour but forcing 
sharp just a scrap and making the mistake 
of going at it all too loud, so that the 
swelling climax, when it comes, means com- 
paratively little. P.H.-W. 


JANACEK. Aus Einem Totenhaus, 
Op. Posth. 
Gorjantschikoff Siemen Jongsma 
Aljeja Chris Scheffer 


Filka Morosoff Jan van Mantgem 
A Prisoner - Simon van Trirum 
A Second Prisoner Paolo Gorin 
The Camp Commandant 

Gerard Holthaus 
The very old Prisoner Chis Taverne 
Skuratoff Zbyslaw Wozniak 
Tschekunoff Gé Genemans 
The drunken Prisoner Piet van Gent 


The Russian Priest Jos Borelli 
The young Prisoner 

Chis van Woerkom 
The Hussy Jo van de Meent 
Schapkin Chris Reumer 
Schischkoff Caspar Broechler 
Tscherewin Jan Voogt 


The Sergeant of the Watch Gee Smith 
Pantomime : 


Don Juan Paolo Gorin 
Kedril Chris Reumer 
A Knight Jan Voogt 
Elvira P. van Helvert 
The Cobbler’s Wife H. Scherer 
The Russian Priest’s Wife 
D. van Teeseling 
A Miller P. van Helvert 
The Miller’s Wife Piet van Gent 
A Neighbour jan Voogt 
A Writer Tabe Bas 
Devils Hans van Maanen 
Chris Torenbosch 
George Laurent 


Choir and Orchestra of the 
Netherlands Opera conducted by 
Alexander Krannhals. Philips 
ABL3119-20 (two 12 in., 83s. 6d.). 
Recorded at the Holland Festival, 
June 25th, 1954. 


I first heard this remarkable opera when 
a recording of the performance given on 
these discs was broadcast in the Third 
Programme some time in 1954: but I never 
thought, until it appeared in the Schwann 
catalogue, that it would be put on to gramo- 
phone records and still less that it would be 
issued here. All praise to Philips for their 
enterprise. The reasons working against the 
appeal of the work are that there is virtually 
no plot, no cumulative excitement, an all 
male cast except for the character unkindly 
called *‘ the hussy ” (she is in fact a poor 
camp prostitute who comes to sell food, 
and herself, to the prisoners: the Russian 
priest’s wife is a part for a mime) and that 
in this opera Janacek’s music is more than 
usually fragmentary. The result, on discs, 
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ought to have proved monotonous, but it 
turns out to be hauntingly memorable, with 
the exception of the play performed in 
mime, but for a few phrases for Kedril and 
Don Juan (the title also of the play). This, 
without the stage action, is rather dull. 
Janagek very freely adapted Dostoievski’s 
autobiographical novel about life in a 
Siberian prison camp, From the House of the 
Dead, for his purpose, stressing the Russian 
author’s profound pity for suffering man- 
kind as well as his conviction in the 
mysterious origin and destination of the 
human soul. Janacek wrote at the head of 
his score: ‘“‘A Godly spark in every 
creature ’. He suffered with his characters. 
** This is my black opera which is costing 
me a great deal of effort ’, he wrote to a 
friend. “‘ When working, I feel as if I am 
descending ever deeper into the very depths 
of the souls of these most unhappy creatures. 
And progress there is very difficult .. .” 
(I quote from the American sleeve note.) 
The first performance took place on 
April 12th, 1930, in Brno and was followed 
by the Berlin premiere the next year. The 
composer had finished the opera in 1928, 
the year of his death, and so never heard it 
performed. gic 


It is sung, on these discs, in German, and 
I understand that Malcom Rayment, who 
has a special knowledge of Janagek’s music, 
is providing, for this issue, notes on the work 
and an English translation of the libretto. 
The score, with Czech and German text, is 
published by Universal Edition at 37s. 6d., 
and has the valuable feature of indicating 
the composer’s unusual orchestration. This 
is often all top and bottom, with the 
instruments at the limits of their ranges: 
but in some way it does convey a sense of 
the dreary steppes on which the prisoners 
live out their long and hopeless days and 
it has many moments of great beauty. 

In addition to the general flow of con- 
versation Skuratoff, in Act 2, has a long 
monologue, often interrupted, in which he 
tells the story of how he shot a German who 
had taken his girl (also a German) from 
him ; and in Act 3, the first scene of which 


is set in the prison hospital, Schischkoff has 


a much longer monologue, continuing 
throughout the scene, with sundry inter- 
ruptions, about his wife’s unfaithfulness, for 
which he killed her. One of the convicts 
called Luka, who is gravely ill, listens to this 
story. As it ends he dies. As his body is 
carried out Schischkoff recognises him as 
Filka Morosoff, his wife’s lover. Schischkoff 
curses the dead man, but an old convict 
mutters, ‘* He, too, was born of woman ”’, 
and blesses the corpse. This is one of the 
few directly dramatic moments in the opera, 
and it is in no way overstressed. 

The most attractive character is that of 
the young Tartar convict Aljeja, who makes 
a hero of Gorjantschikoff (a pseudonym 
for Dostoievski). The brutal camp com- 
mandant orders the latter to be flogged for 
declaring himself to be a political prisoner. 
Political crimes were not acknowledged 
and all the prisoners were regarded as 
“communal delinquents”. In the last 
scene of the opera Gorjantschikoff is 
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released and at the same time an eagle 
which had been kept captive by the 
prisoners—the bird is both a reality and a 
symbol—and there is an almost unbearable 
poignance in the generous joy of the 
convicts at the release of one of their 
number, with Aljeja crying: “I have 
everything to thank you for. God will 
reward you’”’. For them there will never 
be freedom. 

The opera consists of conversations and 
soliloquies, but here and there the voices of 
the convicts are heard afar singing melan- 
choly melodic phrases which have an 
extraordinarily poignant effect. At the 
start of Act 2 a single voice sings one of 
Janagek’s longest melodies—it actually 
blossoms out into a six bar phrase—and in 
Act I there is a moving chorus of longing for 
home. The most extended melody comes in 
Skuratoff’s Act 2 monologue, a real cantabile 
passage for the orchestra, not the voice. 

There are short melodic phrases every- 
where, some of which recall The Diary of 
one who vanished: for example, at the start 
of the second scene in Act 3, when Aljeja 
talks with Gorjantschikoff about the Bible— 
a most affecting moment. 

I must also mention the amazing effect, 
in Act 2, made by the bells ringing and the 
sinister march that follows. There is quite 
a long prelude to Act 1 which contains an 
obsessive folksong-like tune that is not 
heard again. 

The performance seems to me very good 
indeed and from the large cast I must 
especially single out the fine singing of 
Caspar Broechler as Schischkoff and of: 
Chris Scheffer as Aljeja. With little voice 
Zbyslaw Worzniak does well as Skuratoff. 
The chorus are excellent. The recording is, 
rather dry and shallow, but the balance is. 
good, one can hear the detail of the highly 
imaginative scoring and the feel of an 
actual performance adds much to the value 
of the discs. There is applause before the 
Prelude to Act 1 begins, as the conductor- 


_ comes in, and at the end of the opera. 


Alexander Krannhals is to be con-. 
gratulated on his sensitive handling of what. 
must be a very difficult and challenging 
score. 

I cannot get the opera out of my head. 
To be haunted by it in this way is, it seems 
to me, the best proof of its success as a work. 
or art and also of the success of this issue. 

A.R. 


PUCCINI. Tosca : “Recondita armonia’” 
(Act 1) ; “E Lucevan le stelle” (Act 3) ; 
*“O dolci mani” (Act 3). Ferruccio. 
Tagliavini (tenor). “‘Gia mi dicon 
venal” (Act 2). Gian Giacomo. 
Guelfi (baritone). “Vissi d’arte’™ 
(Act 2). Gigliola Frazzoni (soprano). 
Orchestra Sinfonica di Torino. 
della Radiotelevisione Italiana con-. 
ducted by Arturo Basile. Cetra 
EPO0339 (7 in., 21s.). 

Extracts from a complete Tosca evidently,. 
for Tagliavini in the first aria is joined by an 
unnamed sacristan, sotto voce. The tenor 
sings graciously, but misses that touch of- 
swagger, which both Gigli and Caruso. 
brought to the final “sei tu”. Tagliavini,, 
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on the other hand, manages a ravishingly 
beautiful pianissimo in the rising phrase of 
** o dolci bacci, languidi.. .”’, etc., in “ E 
lucevan le stelle’. Someone is bound to 
call this (falsely) ‘crooning’. If it ss 
crooning, let us have more of it. What then 
follows is a tiny snippet of the last duet with 
Tosca (sans that lady): a strange snippet, 
musically considered, but showing Taglia- 
vini in sweet voice. The soprano, Frazzoni, 
who deserves to be better known here, 
contributes a most appealing “‘Vissi d’arte”’, 
only just a shade short of the very best, but 
idiomatic, deeply felt and finely managed at 
the climax. She joins the gigantic Guelfi, 
too, in the passage ensuing upon Scarpia’s 
cantabile, which the huge, and huge-voiced, 
baritone delivers without any very brilliant 
rhythmic definition—indeed a little clumsily 
at one point—but with impressive weight 
and power. Not very vivid recording, but 
good enough to let us enjoy some classy 
singing. P.H.-W 


ROSSINI. Le Comte Ory. 
Raimbaud Michel Roux (bass) 
Alice Jeannette Sinclair (sop.) 
Le Comte Ory Juan Oncina (ten.) 


Ragonde Mbonica Sinclair (contr.) 
Le Gouverneur Ian Wallace (bar.) 
Isolier 


Cora Canne-Meijer (mezzo-sop.) 
La Comtesse Adéle 
Sari Barabas (sop.) 
A young Nobleman 
Dermot Troy (ten.) 
Glyndebourne Festival Orchestra 
and Chorus conducted by Vittorio 


Gui. Produced by Carl Ebert. 
H.M.V. ALP1473-4 (two 12 in., 
83s. 5d.). 


Vittorio Gui revived this opera, in 
Italian, at the Pergola Theatre during the 
1954 Maggio Musicale in Florence, with 
Barabas, Simionato, Monti, Capecchi and 
Petri. It spread to other Italian theatres, 
generally under Gui. In 1954 the Glynde- 
bourne company staged it in the original 
French at the Edinburgh Festival, and the 
following year took it home to Glyndebourne 
itself. The B.B.C. has broadcast it 
generously ; and now this most welcome 
and delightful H.M.V. recording should set 
the seal on its popularity. Internal evidence 
suggests that the set was made last year, for 
the cast is not one that has taken the stage. 
Two principals are different: Michel 
Roux, Glyndebourne’s 1956 Count Alma- 
viva, and Cora Canne-Meijer, their 
Cherubino, replace Bruscantini (1954) or 
Valdengo (1955), and Fernanda Cadoni. 
(At Glyndebourne next month Cadoni is 
back ; Peter Lagger sings the Tutor, and 
Heinz Blankenburg, Raimbaud.) 

Le Comte Ory, first staged at the Paris 
Opéra in 1828, was Rossini’s penultimate 
opera. Scribe adapted an earlier vaudeville 
of his (sung to a pasticcio which drew 
largely on Mozart) for the second act. 
Based on a Picardy ballad, this told how 
Count Ory, a youthful Don Juan, laid 
siege to the Countess Adéle disguised as 
Mother Superior of a band of rollicking 
nuns—his companions, also in disguise. 
Scribe concocted a new first act, in which 
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the Count sets up outside Adéle’s castle as 
a wise hermit whose advice proves all too 
acceptable to the local girls. The libretto 
has generally been underrated. It has 
evident failings (the dashing Ory must first 
wear a long white beard, and then a nun’s 
habit ; the ending is an ungraceful hustle), 
but it is elegantly written, and genuinely 
funny. As for the music—it was considered 
Rossini’s masterpiece, and so perhaps it is ! 
It can move its listeners to an ecstatic 
delight. The sparkle of L’Jtaliana and the 
high spirits of Jl Barbiere are deployed with 
a new refinement and on a sustained level 
of inspiration. It is exquisite and bewitching. 
At times we think of Mozart, at times of 
Berlioz. Liszt, who mounted the opera in 
Weimar, described its melodies as “flowing 
like champagne ”’. Berlioz summarised its 
merits (note every one of his phrases, since 
space forbids further elaboration of them) : 
‘What musical riches! “ A wealth of 
felicitous airs throughout, new schemes of 
accompaniment, refinement § in_ the 
harmonies, admirable orchestral effects, 
dramatic intentions that have fully suc- 
ceeded . . . all this forms a collection of 
diverse beauties which, ingeniously divided 
up, would suffice to make the fortune not 
of one, but of two or three operas ! ” 

Gui gives a wonderful performance, 
missing none of the amazing beauties of the 
score—lovely woodwind solos, delicate 
** placing ”’ of the fleeting modulations and 
surprising melodic curves. The cast is 
excellent. Ideally, one would like more 
sweetness in QOncina’s middle-voice (the 
dolce high notes are lovely), particularly in 
his aria (“‘ Que les destins sérénes ”’), and 
in the second act duet with Adéle (‘* Ah! 
quel respect, Madame ’’—one of several 
numbers which Rossini borrowed from his 
previous opera, Jl Viaggio a Reims); but 
on the whole I enjoy his Rossini singing 
more than that of, say, Valletti or Monti. 
He is buoyant, springy, charming. He 
opens the famous Trio, “ A la faveur de 
cette nuit obscure” (the most miraculous 
number in the score), in melting tones ; 
and there is delicious humour in, for 
example, his remark to his discomforted 
** nuns” when they are offered milk and 
fruit as refreshment: ‘‘ C’est le repas 
d’innocence, mesdames ! ”’ 

Sari Barabas has a sweet, fragile and 
accurate coloratura; again, one would 
like to hear more Toti-like exquisite phrase- 
spinning in the duet—but listen to the 
elaborately adorned cadence to see the high 
accomplishment of Barabas and Oncina. 
Barabas does some astonishingly flexible and 
accurate darting. Cora Canne-Meijer, the 
bright little Dutch mezzo, is perhaps the 
least successful of the three. Her singing 
has plenty of character, but it is not always 
dead true, and I think she is responsible for 
the concerted passages of the Trio sounding 
a little less mellifluous than they should. 

Michel Roux, the only Frenchman in the 
cast, sounds a touch metallic—the tone has 
taken to the microphone less well than one 
would have hoped, after the splendid sound 
we heard in Glyndebourne—but it is still 
solid, well-focused, real, and his phrasing 
is unfailingly elegant in the long “ patter 
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aria’ where he describes his raid on 
Adéle’s cellars, while the orchestra winds 
a delightful phrase through key after key— 
a graphic and fascinating passage. [an 
Wallace’s French is noticeably not good, 
but his rendering of his aria (only the 
second part, accompanied by the village 
girls, is included here) is filled with point 
and character, not at all overdone in the 
current Italian buffo fashion. 

The first part of this aria, ‘* Travail sans 
cesse *’, in which he floridly complains of . 
the trials of being a Tutor, is the principal 
cut in this set. One other biggish stretch 
is gone, between the nuns’ retiring and “ A 
la faveur”’ (I hope the sleeve-note makes 
this clear, else listeners will wonder how 
Isolier has arrived on the scene). The 
smaller parts are well up to standard 
(though good as Monica Sinclair is, an 
ampler contralto can make more of 
Ragonde ; Amalia Pini took the role in 
Florence, to great effect). The chorus 
could not be better. 

The recording is sparkling and clear, 
with an attractive pungency that suggests 
that it might have been made in the 
Glyndebourne theatre itself. There is only 
one miscalculation. During Act 2 the nuns 
sing a jolly drinking song; then, as 
Ragonde appears, bottles are tucked away 
under habits, and they sink on their knees 
in a devout repeat of ‘‘ Noble chAtelaine ”’. 
The acoustic suddenly alters, and I would 
take a small bet that someone has simply 
spliced in the chorus as it was heard the 
first time, sung under Adéle’s window, and 
so properly distant. The joke is lost, since 
it does not sound like the same people 
singing. 

I have been able to give this set the test 
of three playings, and liked it better at 
each repeat. Unhesitatingly recommended. 

A. 


STRAUSS. Der Zigeunerbaron— 
excerpts. Hans Braun (baritone), 
Kurt Preger (baritone), Rudolf 
Christ (tenor), Sari Barabas 
(soprano), Georgine von Milinkovic 
(mezzo-soprano), Otto Edelmann 
(bass), Dorothea Siebert (soprano), 
Friedl Rieger (soprano), Waldemar 
Kmentt (tenor), Vienna Chamber 
Choir, Vienna Symphony 
Orchestra conducted by Rudolf 
Moralt. Philips SBR6217 (10 in., 
25s. 44d.). 

Though the Carl Rosa tried to popularise 
it, this first cousin of Die Fledermaus 
has never caught on in England—more’s 
the pity. Perhaps the libretto is a little too 


earthy ; but that is not what comes out of 


this lilting, enjoyable and generous fpol- 
pourri ; rather a delight at so many good 
tunes and such high spirits. Side 1 sets the 
scene and offers a good many themes— 
orchestrally. There follow, among other 
things, the tenor’s “‘ Als flotter Geist ’’, the 
baritone’s “‘ Ja das Schreiben” and the 
soprano aria (once so prettily done by 


- Cebotari), “O habet Acht ”. All these are 


given at any rate lengthily enough to 
* establish ” themselves. Side 2 brings the 
wonderful waltzing finale to Act 2, the 
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(Off Dean Street, Shaftesbury Avenue) 
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OUR NEW LONG PLAYING RECORDS ARE : 
(a) Guaranteed unplayed (Post Free in U.K.). 
(b) Rigorously examined for perfection. 


(c) STAVE-SEALED in our exclusive QUADRUPLE-THICKNESS 
Polythene Stave-Sleeves and dated. 
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An amplifier designed and produced to the highest attain- 
able standards is a valued investment. To the discerning critic, an 
amplifier produced to a low price, with inevitable sacrifices, is 
a speculation (and often a very bad one). 


There is no doubt where the Audiomaster stands. To ensure the 
finest possible reproduction, from records, radio, tape or microphone, the 
Audiomaster has been designed and constructed without limitation or 
restriction and to standards which justify the claim “the amplifier of 
tomorrow”’. Audiomaster offers facilities such as direct replay to C.C.LR. 
and N.A.R.T.B. characteristics from any high quality tapehead without the 
use of a separate stage of pre-amplification, correct compensation for 
ribbon, moving coil and crystal microphones, elaborate low-pass filter net- 
work, and up-to-the-minute compensation for the various recording 
characteristics. Furthermore, strict adherance in production to published 
specifications ensures that your Audiomaster is equal to every other. 


These and other features of the Audiomaster can be expressed in 
one simple phrase. Here is an amplifier which really does sound better than 
any other. You must hear it for yourself. 


The performance of the power amplifier is littie short 
of phenomenal. Total distortion less than 0.1% at 
30 watts output. Harmonic distortion less than 0.5%, 
at 20 watts. Damping factor of 50. Hum and noise 
level 89 db relative to 20 watts. 


PRICE £59 ° 10° 0 complete 
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‘: Write for full information, or better still, 
a see it and hear it at Musicraft’s showrooms. 
_ ae Export Enquiries welcomed. 
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The facilities and performance of 
the pre-amplifier leave nothing to 
be desired. For example, any first 
class medium impedance tape head 
can be connected directly to the 
unit and the pre-omplifier will 
amplify and equalise ye me 
to the characteristic required. 
Maximum sensitivity | mV. 
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’\.H.F. transmission is of undeniable 
excellence—as any high-fidelity radio 
_enthusiast will tell you... But its excellence 
is beyond the range of an ordinary radio. 
It’s as well you should know this if you 

are thinking of buying a new one. 
In fact, the set must be capable of 


e ar reproducing the more extended audio 
frequencies that V.H.F. makes available. 


The Grundig ‘Pembroke’ V.H.F./F.M. table radio is designed for V.H.F. reception at its best. Designed 
to give you all the scope, subtlety, and depth of the whole audio frequency range. 

It has two speakers, one bass and one treble, acoustically arranged to give three-dimensional sound 
reproduction and the inspired circuitry makes provision for four independently variable tone controls covering 
the entire sound spectrum. 

With two built-in aerials and an interlocking control system for V.H.F. as well as standard reception, the 
‘Pembroke’ is really two sets in one—and the performance of either is an experience. 

Drop in to your radio dealer as soon as you can and arrange to hear it for yourself. 
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EXPERTS— 


CHOICE 
IN A WORLD OF SOUND 


TRI-CHANNEL 


“The. logical development of Hi-Fi just around the corner. .. .”’ 
—High Fidelity Magazine, U.S.A. 


gay 2 angle ae | pe: Le Sacemmiaed 
NEW ZEALAND 
SOUTH AFRICA 
HONG KONG 
PORTUGAL ITALY 
SWEDEN B.W.I. 


As the world acclaims all that is 
best in sound equipment, we have 
the pleasure to briefly present the 
TRI-CHANNEL, PRECORD and 
the MARK Ill, designed to work in 
conjunction with our new synchro- 
lock F.M. UNIT. As the high- 
lights of the Audio Fairs in London 
and New York, they can be obtained 
through your dealer, or in practically 
any part of the world either directly 
from us or through numerous 
Agents. May we send you further 
details ? 


SOUND SALES LIMITED 


Works & Acoustic Laboratories, 
West Street, Farnham, Surrey, 


England. 
Manufacturers of TRI-CHANNEL 
and all A-Z Products. 

Tel. : Farnham 6461-2-3 




















40 Advert The GRAMOPHONE July, 1957 


bithout doubr 
The most remarkable value 


in Migh Fidelity speakers / 








+10 


ébO 


-10 





sot 2. 3 4 567691 #2 :3456780 420 | YPE H.F. 1012 


HUNDREDS THOUSANDS 
ces. 10” Die-cast unit, incorporating 12,000 
_— gauss magnet. Patented Cambric 
If you still believe that a Hi Fi speaker must cost {10 or Cone. Handling capacity, 10 watts. 
more, you cannot have heard the Stentorian HF. 1012. Universal impedance speech coil. 
Here—at less than £5—is the speaker that Frequency response, 30 c.p.s.— 


; has been acclaimed by experts and Hi Fi 
fans all over the world. 
Any dealer should be able to give you a 
demonstration, but if you experience diffi- 
culty, write to us for the name and address of 
Hi Fi dealers in your locality. 
Compare the specifications of the Stentorian 
range with any other speakers: you will be 
convinced that they truly represent “‘ High 









14,000 c.p.s. Bass 
(“4 resonance, 35 cps. £4.19.9 
Vf, 
a WUOTTAM 
eel A b ( 
Fidelity at realistic cost’’. 


| High Fidelity at 
See and hear the complete Stentorian range at 


our London Showrooms, 109 Kingsway, W.C.2, (eg Xy Ma cost: 
any Saturday between 9 a.m. and 12 noon. 
Illustrated leaflets onall products sent freeon request. 


12” Concentric Duplex 
Combined bass and tweeter 
unit with cambric cone and 
mid-range frequency © stabi- 
lizers. Handling capacity 15 
watts. Frequency response 
25. cip.s. to 17,000° c.p.s. 
Bass resonance 35 c.p.s. 
£25. 


Type HF. 812 


8” unit, 12,000 gauss magnet, 
cambric cone, 5 watts capa- 
city, 50-12,000 c.p.s. Bass 
resonance 65 c.p.s. Die cast 
chassis. £4.3.6 


Type HF. 816 

8” unit,.die cast, 16,000 gauss Type T.10 Stentorian W.B. 12 

re — ooa..© ror Tweeter unit, m/c pressure Quality Amplifier 

ae ie 63 eas _ type, 14,000 gauss magnet, 12 watts low noise input cir- 
es + . cuit, double triode phase 


17.0 2,000-14,000 c.p.s. 5 watts. 
— Recommended for use with splitter, push-pull output 
H.F. 1012. £4.4.0 


Type HF. 1214 


12” unit, die cast, 14,000 
gauss magnet, cambric cone, 
15 watts capacity, 25-14,000 
c.p.s. Bass resonance 
39 c.p.s. 9.15.6 











stage giving outstandin 
Type T. 816 reproduction. 0. 5 
Special 8” mid-range unit for 
use with H.F. 1214, 16, 


gauss magnet, 15 watts capa- 
city with 1,500 c.p.s. cross- 
over. Up to 17,000 c.p.s. 
impedance 15 ohms. £6.10.0 


Stentorian VHF/FM Tuner. Rock-steady tuning 
with no drift. Frequency range 87.5-108 Mc/s. Extra- 
high sensitivity for fringe areas. £25 .0. 
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march, the love duet, ‘“Wer uns getraut?’’, 
headiest of romance exchanges, but not 
here done with quite the expected passion. 
(The tune made a sudden, violent “ pop ”’ 

success in the war when, of all people, 
| Marie Lloyd’s sister Alice sung it at the 
London Hippodrome !) 

Amateurs of this operetta may find 
individual contributions less attractive than 
some made severally by such people as 
Kunz or Della Casa. But the standard of 
recording weighs heavily in favour of this 
selection, and though I cannot put it quite 
into the same class, for high spirits, as those 
Kalmann operetta pot-pourris (Czardasfiirstin 
and Grafin Maritza on CCT657), the new 
ten inch selection is quite stimulating. 

P. 


H.-W. 


ZEANI OPERATIC RECITAL. La 
Traviata: “Ah! Fors’ é@ lui”; 
“Sempre libera” ; “‘Addio del passato”’ 
(Verdi). I Puritani : “Qui la voce”’. 
La Sonnambula : “Ah! non credea 
mirarti” (Bellini). Lucia di Lammer- 
moor : “Regnava nel silenzio” ; “Il 
dolce suono—Ardon gl’incensi’’ 
(Donizetti). La Bohéme: “Si, mi 
chiamano Mimi” ; ‘‘Donde lieta usci’’ 
(Puccini). Virginia Zeani (soprano), 
Orchestra of the Maggio Musicale 
Fiorentino conducted by Gianandrea 
Gavazzeni. Decca LXT5317 (12 in., 
39s. 74d.). 

First, a warning. The title of the record 
on the sleeve reads in the last line 
“Donizetti: ‘ Lucia di Lammermoor ’— 
Mad Scene”, from which you might 
conclude at least that Mme Zeani sings the 
whole of it.. Not at all. All she does is the 
introduction and the slow first part, 
“Ardon gl’incensi”. The concluding, 
hopping “‘ Spargi d’amaro pianto’”’ does 
not occur. This much disappointed me and 
I kept trying other bits of the record fruit- 
lessly in the hope whether it had been 
tacked on elsewhere! I can’t understand 
the omission, unless Mme Zeani wouldn’t, 
for some reason, pass the result, for surely 
she must have recorded it ? It is a great pity 
and a sad loss, because we badly want 
another version of the great Lucia scene. 
Was it a question of space ? Ifso, we might 
have been spared yet another “ Addio di 
Mimi ”’, surely. 

The record, in spite of this gripe, appears 
most timely, for this Hungarian born Italian 
diva has, as they say, been “ making her 
number” to no small tune with the 
enthusiastic public attending the Italian 
season at the Stoll Theatre. She has looks, 
too, which don’t count on a record, also 
temperament, which does, and a pretty 
secure sense of artistry, so that most of what 
she does is highly enjoyable. Moreover, it 
strikes me as just the kind of dramatic 
coloratura soprano voice that we English 
most easily take to ; nothing too bright or 

forward’ ; flexible enough, though the 
one long trill in Lucia is as jerky as a klaxon, 
but, above all, with a dark, warm, chesty. 
quality throughout its range, except in 
altissimo. She phrases meaningfully ; she 
has an excellent sense of rhythm (witness 
the finale to the Traviata Act 1) and she has 
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what all too few sopranos even attempt on 
more than an occasional phrase: a steady 
legato. She is not a perfectly tidy singer and 
is capable of lapses from grace. But it would 
be a hard and out-of-touch judge who, in 
the present state of the market, did not 
accord her a place beside what, for better or 
worse, we must now take as the tops ; e.g., 
Callas (who is finer-grained but unsteady 
and often defective as a voice-producer), 
Tebaldi (rich but not always very imagin- 
ative or rhythmical) and Milanov (who is 
extremely erratic). There may also be 
people who would like, on the basis of 
**Ah non credea”’, some placing of the 
singer alongside Carosio or Pagliughi. She 
resembles the former in darkness of her 
lower notes, but is less “bright” generally : 
also less limpid and simple than Pagliughi 
(of her early disc, not her more laboured 
and cautious Cetra version of recent issue). 

I recommend starting with the second 
side. The initial phrase of ** Regnava ” 
could be better shaped, but the aria as a 
whole is imaginatively and quite appealingly 
done ; and the delightful “Quando rapito”’ 
(without Alice, of course) is winning. I like 
it better than Callas’s ; and, among modern 
records, have heard it bettered only by an 
American disc of Roberta Peters 

The two Mimi songs call for little note. 
Mme Zeani sings them with the idiomatic 
Italian feeling that you would expect, but 
brings to them no very marked individuality 
—no perfect diminuendo or a veiled note, 
such as some famous Mimis have left as 
a kind of trade-mark on “ their”’ version. 


Referring to the pink bonnet, she puts a - 


sudden chesty bray into her voice which, 
however, may be thought very affecting in 
some circles. Otherwise this is a warm, 
excellent Italianate Mimi. In the Mad 
Scene (or rather the half of which she is 
allowed) Mme Zeani excels in pathetic 
appeal; although the high notes are not 
very beautiful in quality, they are steady 
(one up on Mme Callas) and the pathos of 
** Alfin son tua” could hardly be more 
genuine. The passage with the flautist is 
unstrained and pretty accurate and the idea 
of the scene, so far as it goes, is well com- 
municated. 

On side 1, the Traviata excerpts are a 
pleasant souvenir of her London perform- 
ance. Excellent rhythm in ‘“ Sempre 
libera ”’, good phrasing in “ Ah fors’ é 
lui ’’, with the lovely legato well employed. 
**Addio del passato” is done in a passionate 
way, which I personally think less apt than 
the old-fashioned nostalgic pianissimo 
adopted by such singers as Maria Gentile ; 
Mme Zeani at least refrains from ending 
with a shriek, like Mme Carteri, as if she 
had suddenly caught sight of herself in the 
mirror; but wouldn’t an even more 
lingering pianissimo really be the most 
effective ? All the same, these Traviata 
excerpts make us wish Mme Zeani had 
been selected for a complete recording. 

** Qui la voce”, exquisite thing, seems 
to me to be taken a shade perfunctorily, 
without quite enough devotion, but it is 
splendid to have, together with the cabaletta 
“Vien diletto” (here the speed, on the 
contrary, is a little too deliberate). Notice 
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in the aria the effective little splurge of 
dark tone on “ mi chiamava”’ and in the 
cabaletta, the glissandi, which are almost 
without blemish. In the even more lovely 
‘“* Ah non credea ”’, in spite of an aspirated 
‘turn’? (quite unnecessary, sheer lack of 
thought I imagine), Mme Zeani comes 
nearer than any account that I know to 
Toti Dal Monte’s wonderful vanished disc. 
Enough has been said to show that this 
recital should greatly interest those who still 
love an Italian diva: to judge-by the Stoll 
audiences, a not inconsiderable part of the 
public. P.H.-W. 


VERDI. La Traviata: “Ah! fors’ é 
lui”; ‘“‘Sempre libera” (Act 1). 
Don Carlos : “Tu che la vanita”’ 
(Act 4). La Forza del Destino : 
“Pace, pace, Dio mio” (Act 4). 
Ernani : “Ernani, involami” (Act 1). 
Otello : “Salce,salce” ; “Ave Maria” 
(Act 4). Eleanor Steber (soprano), 
Metropolitan Opera Orchestra 
conducted by Fausto Cleva. Philips 
NBR6037 (10 in., 27s. 10d.). 

Those who possess Philips’ potted Otello 
(ABL3005) will know that Miss Steber does 
very creditably in the Willow Song and 
Prayer, only slightly less rounded and 
touching in these great moments than either 
Tebaldi or Los Angeles (perhaps the best, 
now). But with the other selections here 
she does not add much to her reputation. 
The prayer from Don Carlos wants a voice 
of a very different type, heavier, with a 
grander sculptural depth. The aria is shorn 
of all but a snippet of its majestic, sorrow- 
laden introduction, and the whole perform- 
ance sounds light-weight and unsuitable: 
even Stella is preferable. ‘‘Ernani involam’’, 
minimum length, takes in, however, the 
often cut cabaletta, through which this well 
trained light lyric soprano “nips” in a 
way which earns our gratitude after so many 
elephantine attacks on this graceful music ; 
the actual aria is a little shaky and diffident. 
“Pace, pace”, too, is short-winded— 
without the relaxed nobility of the real 
Verdi style, but the last high notes in the 
penultimate phrase “in vano la pace 
questa alma ”’, etc., are exquisite; a shining, 
pearly, unforced climax @ la Ponselle, 
which some other sopranos can only offer 
as a passionate shriek (Miss Steber had 
some such notes as Marguerite in Faust, too, 
one recalls with gratitude). The Traviata 
scene shows a neat schooling in some of the 
florid passages, but the singing is not very 
idiomatic in the andante ; and the “Sempre 
libera”’ is flurried, rather than florid, ending 
tamely without a climax. Too often, all the 
notes, “shakes” or mnon-shakes, sound 
tremulous. Quite good recording, but 
rather unambitious accompanying in the 
earlier Verdi at least. P.H.-W. 





Libretti 

Decca have now published the original 
German libretto with an English translation 
for Die Frau Ohne Schatten, price 10s. Also 
available is the original Italian with 
English translation to accompany the 


Tebaldi recital on Decca LXT5272 (6d.). 
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HISTORICAL RECORDS 


ELGAR. Violin Concerto in B minor, 
Op. 61. Yehudi Menuhin (violin), 
London Symphony Orchestra con- 
ducted by Sir Edward Elgar, Bart., 
O.M., K.C.V.O. H.M.V. ALP1456 
(12 in., 41s. 84d.). Recorded July 14th 
and 15th, 1932. 

ELGAR. Enigma Variations, Op. 36. 
Royal Albert Hall Orchestra. 
Recorded April 28th and August 30th, 
1926. Serenade in E minor, Op. 20. 
London Philharmonic Orchestra. 
Recorded August 29th, 1933. Overs 
ture “ Cockaigne ”, Op. 40. B.B.C. 
Symphony Orchestra. Recorded 
April 11th, 1933. All conducted by 
Sir Edward Elgar, Bart., O.M., 
K.C.V.O. H.M.V. ALP1464 (12 in., 
41s. 84d.). 

ELGAR.  Falstaff—Symphonic Study, 
Op. 68. London Symphony 
Orchestra conducted by Sir Edward 
Elgar, Bart., O.M., K.C.V.O. 
H.M.V. BLP1090 (10 in., 30s. 114d.). 
Side one recorded November 11th, 
1931, and February 4th, 1932; side 
two recorded November 12th, 1931. 


The engineers have done a very good job 
in transferring the above material onto LP. 
There is, naturally, some boosting of the 
bass and doubtless other doctoring, but the 
results are excellent in almost every respect, 
taking into account the dates of the record- 
ings, and the surfaces are remarkably silent. 
The only really unsuccessful moments are 
the “turbines ” passage in the thirteenth 
Enigma variation, which is an indeterminate 
noise, sounding like heavy surface, and the 
“ thrummed pizzicato ” Elgar invented in 
the cadenza of the Violin Concerto, which 
also does not tell: and timpani are muffled. 
The string tone, even in the oldest recording 
—the Enigma—sounds often more full- 
bodied and musical than we get to-day. 
But, of course, Elgar’s own interpretations 
of his music are the main thing, and would 
still be of enormous value even if the 
reproduction was much less good. 

It is generally agreed that he was not, in 
the professional sense, a good conductor. 
He was apt to lose interest if things went 
wrong. Bernard Shore has described in his 
book Sixteen Symphonies how Elgar simply 
stopped conducting during a performance 
of Falstaff because he was angered by a late 
entry of the side-drum at the moment of 
Falstaff’s death, and there were other 
incidents of the kind. But the orchestras he 
conducted loved him and gave him of their 
best, and Sir Adrian Boult has said that, by 
and large, the best performances of Elgar’s 
works were those directed by the composer 
himself. Hence the great value of these 
reissues. 

R.F. remarked, in his review of Argo’s 
recording of the Violin Sonata last month, 
that “ Elgar always over-marked his music, 
and his directions should never be taken at 
their face value”. I entirely disagree: 
and so, I think, would his orchestral 
players. If one follows the works here 
recorded with the scores one finds how 
scrupulously he follows his markings, which 
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represent to the performer as exactly as 
possible what he wanted. Sometimes he may 
anticipate a crescendo, or something else of 
the kind, but it is most interesting to hear, 
in the theme of the Enigma, for instance, how 
beautifully judged are the stressed notes. He 
set store on “ elastic ” phrasing and on not 
“starving the quavers”’ or any notes of 
smaller value. This is not the place for 
comparisons, but the first variation (C, A. E) 
which so often sounds stodgy, is here 
perfectly done and, to mention one other 
instance, the glissando-like phrases on the 
brass in Falstaff (between figures 90 and 95) 
are shaped better than one has ever heard 
them since, because of Elgar’s attention to 
the final quaver of the phrase. 

Cockaigne, beginning very quietly, becomes 
very exciting later on and one gets the 
feeling that the composer was enjoying 
himself hugely when conducting the work. 
In the playing of the Serenade, however, he 
sounds disinterested, and it is rather dull. 

The Violin Concerto—‘ it’s awfully 
emotional”, Elgar said, ‘‘ too emotional, 
but I love it ”’—receives a most moving 
and affectionate rendering and one can only 
marvel at Menuhin’s wonderful, sure and 
beautifully toned playing in it. This is not 
the definitive rendering of Sammons, but 
the sixteen year old boy instinctively under- 
stood what Elgar wanted and obviously 
luxuriated in the many lyrical beauties of 
this lovely work. It is, no doubt, too long 
and too much lacking in contrast ever to 
hold its place firmly in the repertoire, but 
Elgarians will always cherish it. 

H.M.V. are to be warmly thanked for 
making these recordings available to us— 
and with such success—and I hope they will 
let us have a transfer of the recording of the 
Piano Quintet made by Harriet Cohen and 
the Stratton String Quartet. Elgar had the 
slow movement played over and over to 
him in the last weeks of his life and it is 
one of the loveliest things he ever wrote. 

One could write at length about these 
discs and the many interesting points of 
interpretation that arise but, with space 
giving out, I can only draw attention to one 
thing, Elgar’s portrait of himself in the last 
of the Enigma Variations. This is often 
declared to be bombastic—and can, of 
course, sound so—but as Elgar conducts it 
one receives no such impression. He had 
successfully achieved a work of great 
distinction and originality and here rejoices 
at its completion and perhaps in his own 
great technical skill, so hardly won and here 
so superbly displayed. That is not bombast: 
and how touching is the reference to the 
Lady Elgar variation. 

I, personally, revel in this full-blooded, 
uninhibited music and only wish the Enigma 
had had the advantage of the better record- 
ing enjoyed by the other discs. A.R. 





Classical LP Catalogue 
The June edition of the Classical LP 


Catalogue is now on sale price 3s. 6d. | 


Copies may be obtained from your Record 
Dealer or directly from the publishers at 
49 Ebrington Road, Kenton, Middx., price 
3s. 10d. post free. 
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CLASSICAL REISSUES 
Vocal 


I wonder who at Hayes dreams up the 
curious little programmes presented on s0 
many 45 r.p.m. discs. All Faust to cinoose 
from ? Well, one side the Prison Scene 
(No. 20, the final Trio), well and good. The 
other ? The Death of Valentine, No. 17~ 
a miscellaneous sort of bit not making par. 
ticularly good sense on its own ; recorded 
before, admittedly, but then generally in a 
single-sided version, just the baritone with- 
out the scraps needed for the dramatic 
action. Los Angeles, the Marguerite, is 
touching, especially in the short passage of 
recitative left before the Trio ; Christoff as 
Mephisto sounds absurd. Good recording 
(H.M.V. 7ER5078). Why don’t they at 
Hayes rather reissue some carefully chosen 
pieces from Beecham’s English Faust with 
Miriam Licette, Heddle Nash and Robert 
Easton—good singers all. 7ER5079 con- 
tains still more versions of the “ A casa” 
chorus, Brindisi and ‘‘ Mama, quel vino” 
from Cavalleria Rusticana. This time the 
tenor is Bjérling, from the H.M.V. complete 
set—scintillating in the Brindisi, but one 
would prefer a more passionate tenor in the 
aria. Columbia SEL1563 gives us the 
Easter Hymn and “‘ Voi lo sapete ”’, single 
sides each in the old days, but here 
‘extended ” with little bits before and 
after. Callas is the dramatic, unshapely 
Santuzza, with her pressed notes and 
passionate swoops recorded up to distortion- 
point. Not recommended.  D.G.G. 
EPL30202, on the other hand, seems 
sensibly chosen: the Papageno music from 
the complete D.G.G. Magic Flute, with 
Dietrich Fischer-Dieskau solo in “ Der 
Vogelfanger”’ and ‘‘Ein Madchen”, 
joined by Maria Stader in ‘‘ Bei Mannern” 
and by Rita Streich in “Pa... pa... 
pa”. No need to write any more about 
this remarkable performance, filled with 
character and delicate musical perception. 
Good recording. 

Columbia SEL1564 is a very enjoyable 
short Schubert recital drawn from the 
longer one by Elisabeth Schwarzkopf and 
Edwin Fischer: it contains An die Must, 
Das Lied im Griinen, An Sylvia and Gretchen 
am Spinnrade. Margaret Ritchie’s unmis 
takable and fascinating style is heard to 
fair advantage (but she has allowed some 
incipient frogs to stay) in Schubert's 
Heidenréslein and Amalie, and Haydn’s, 
The Mermaid and lovely She never told her 
love (H.M.V. 7EG8228). H.M.V. 7EP7039 
brings us Miliza Korjus in Adele’s Laughing 
Song from Die Fledermaus (in Spanish!), 
Frithlingsstimmen (in German), and Artists 
Life and Roses from the South (both m 
English) : poor recordings, and piped out in 
poorer style. A.P. 


Orchestral 


As is well known, English and American 
gramophone companies have recently been 
playing General Post, and this month 
brings a number of old recordings disguised 
under the label of a different company. 
Thus Bruno Walter’s lovely recording © 
Mahler’s Fourth Symphony, originally 
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: as How little can you pay 
- for a gOOd tape recorder? 







ert Sixty guineas? Fifty-five? Fifty? Stop guessing—here’s a really good 
“dl instrument for only thirty-nine guineas. It’s the Walter 303 and people who’ve already 
»” tried it tell us we’ve got “a winner”. The 303 records and reproduces with remarkably 
the | high fidelity. There’s no end to the fun you can get from it-- 
parties, music, children’s voices—you can put them all on tape. 
he THE SIMPLEST ON THE MARKET! The 303 is the simplest tape recorder you can buy. 
There are only two controls-—volume, and the joystick with which you record, play 
oe back, rewind, reverse and erase. You can connect the 303 to a radio or other amplifier 
ind for greater volume, but you won’t often need to. Unaided, the 303 has an output of 
3 watts. The frequency range is 40-10,000 cycles and the signal-to-noise ratio 
one is —35db. The 303 is housed in an attractive two-colour case and it’s easy 
G, to carry about. It’s in the shops now—but if you have any difficulty in getting it, let us know 
and we'll tell you your nearest stockist. 


the new Walter HOS 


| complete with microphone 
costs only ns and tape. Fully guaranteed. 
_ Easy payment terms. 















READ ALL ABOUT iv! eecessessessaseseasesseesesey 


Cut out and post this coupon or send a postcard. 


ge ee em : WALTER INSTRUMENTS LIMITED, 167, GARTH ROAD, MORDEN, SURREY. 
en aie egg Tel : DERWENT 442! 
ae , Please send me free literature on the new Walter 303 
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The SHERWOOD ENCLOSURE 


designed to contain either single or twin unit High 
Fidelity loudspeaker systems. As a single unit system 
the Axiom 150 Mk. II (15 watts) or the Axiom 22 
Mk. II (20 watts) is used. The choice depends upon 
power handling capacity required. Both are 12" twin 
cone units, with frequency coverage of 30-15,000 c/s. 
For a twin unit system the Trebax high frequency 
horn loaded pressure driver is added to the single unit 
system, together with crossover network XO/5000, the 
12" loudspeaker being employed as a bass and mid- 
range reproducer, up to 5,000 c/s, the Trebax handling 
the remainder of the range up to 16,000 c/s. By this means 
the response is extended and distortion minimised. 


Finished in choice mahogany veneers, 
with contrasting woven plastic fret. 


The ‘315’ REPRODUCER 


is a complete complex loudspeaker system. It contains 
three loudspeaker units; a 12" bass unit of the direct radi- 
ator type, operating from 30 c/s to 750 c/s; a mid-range 
unit, pressure type, horn loaded, operating from 750 c/s 
to 5 Kc/s; and a treble unit, pressure type, horn loaded, 
operating from 5 Kc/s to 16 Kc/s. The three units are 
fed by a double divider network, the mid-range and 
treble units are provided with constant impedance 
variable attenuators, calibrated in 2 decibel steps, 
enabling easy and accurate variation from level response 
to suit individual listening conditions and special 
requirements. The complete system is housed in a 
thick walled enclosure of exceptional rigidity; the bass 
chamber is loaded by an Acoustical Resistance Unit. 

The ‘315° Reproducer is finished in distinctive 

sapele veneers in medium rosewood colour. 


Fuller details of the SHERWOOD 


gladly sent on request. 
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issued by Columbia in 1953, is now obtain- 
able as Philips NBL5038. I have my doubts 
about the soprano in the last movement, 
Desi Halban, but the New York Phil- 
harmonic play beautifully, and Walter’s is 
one of the notable interpretations of our 
time. The quality is excellent. Of great 
interest is a former Mercury disc of two 
American Symphonies, Roy Harris’s Third, 
and Howard Hanson’s Fourth, reissued as 
MRL2520 (still Mercury, but now dis- 
tributed by Pye). Howard Hanson himself 
conducts both works, and the orchestra is 
the Eastman-Rochester. It seems to me a 
great pity we do not hear more good class 


American music in this country. I cannot | 


trace that the Hanson Symphony has ever 
been played here ; at times it reminds one 
of Petrushka. Both these works are worth 
hearing, the Harris an undoubted master- 
piece. It starts with an apparently arid 
tune, and within the bounds of single- 
movement form,’ this tune flowers into 
something of real nobility. The opening 
apart, this symphony is immediately 
attractive, and it certainly doesn’t pall on 
acquaintance. Strongly recommended. 
Rather less to my liking is Mercury 
MRL2540, on which Dorati and the 
Minneapolis Orchestra offer Mendelssohn’s 
“Italian” and Mozart’s famous G minor 
symphonies. Tempi are rather fast in the 
Mendelssohn, and the playing brilliant but 
machine-like, while the quality is hard and 
unyielding in the tuttis. The balance is 
tipped to favour the first violins at the 
expense of the woodwind, and this is 
especially apparent in the Mozart. I much 
preferred Decca’s Medium-Play LW5287 of 
the same G minor symphony played by 
the London Symphony Orchestra under 
Krips. This is a real Viennese performance, 
the quality warm and mellow, and Krips 
has no wish to hustle and bustle in the first 
movement as Dorati does. Also recom- 
mended is Boult’s version of the suite from 
Prokofiev’s opera, Love of the Three Oranges 
(Decca LW5296). The orchestra is the 
London Philharmonic, ayd this attractive 
witty music is played with point and verve. 

There remain three seven-inch discs. 
H.M.V. 7EP7038 contains all those bits 
of Les Sylphides that are not on 7EP7033 
played by the Covent Garden Orchestra 
under Robert Irving: the opening prelude 
and final E ‘flat waltz, with, in between, 
the C sharp minor waltz and C major 
mazurka. Playing and recording are 
satisfactory. 

Most Classical Reissues are small discs 
extracted from big ones, but Telefunken 
have a preference for the reverse. LGX66071 
contains last year’s medium-play of Tchai- 
kovsky’s Serenade for Strings, a somewhat 
elderly version of the Capriccio Italien, and, 
for good measure, an 1812 Overture that 
is new to the catalogue ; all of them played 
by Belgian Radio Orchestra under Franz 
André. The quality of string tone is rich 
and full, but the wind, especially the brass, 
have not quite enough technique for the 
Capriccio Italien, a virtuoso work that needs 
more brilliant playing than it gets here. 
(Incidentally I wish someone would trace 
the Italian folk-tunes it is alleged to contain.) 
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The Serenade comes off much better, though 
the conductor drives the strings rather too 
hard and seems over-bent on avoiding 
sentimentality. The finale is splendidly 
played. 1812 never quite recovers from an 
opening completely at variance with the 
composer’s solemn intentions. Recording 
quality is pretty good. 


Instrumental 7 
Ida Haendel on H.M.V. 7EP7040 


plays four “‘encore”’ pieces with great 
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charm, and Gerald Moore gives an 
object lesson in how to accompany a soloist 
who is changing the tempo in almost every 
bar. This, by the way, is not intended as 
a criticism of Miss Haendel ; such pieces 
as Kreisler’s Schén Rosmarin and Elgar’s La 
Capricieuse cannot be effectively played in 
any other way. The disc also contains a 
Falla Spanish Dance and the Brahms A 
flat waltz in arrangements by Kreisler and 
Hochstein. Balance is rightly on “‘virtuoso”’ 
lines. R.F. 





NIGHTS AT THE ROUND TABLE 


By W. A. CHISLETT 


A first-class medium-player of English 
orchestral music is given under the title 
** Orchestral Showpieces in Hi-Fi’’ by the New 
Symphony Orchestra of London under 
Anthony Collins on Decca LW5297. On one 
side is Sullivan’s brilliant Di Ballo Overture whilst 
Balfour Gardiner’s Shepherd Fennel’s Dance and 
Percy Grainger’s full-blooded arrangement of 
Shepherd’s Hey share the other. — . 

Students of Thomas Hardy will not, need to 
be reminded of his story of the party given by 
Shepherd Fennel and his wife to celebrate the 
christening of their daughter. Mrs. Fennel 
wavered between a sit-down affair, which al- 
ways seemed to result in too much toping, and 
a dance, when the appetites engendered by the 
exercise résulted in “ immense havoc in the 
buttery ’’. Finally she compromised by alter- 
nating short dances with talk and music, but 
she reckoned without the band who were wont 
to give very good measure. Both’ playing and 
recording aré excellent. 


Les Sylphides seems to be inordinately popular © 


just now. We have had it recently on two 
Columbia EPs and now it comes up again, in 
two American versions. H.M.V. CLP1114 
gives it complete played by the Boston 
Promenade Orchestra under Arthur 
Fiedler and Philips NBE11055 gives us five 
movements played by the phia 
Orchestra under Eugene Ormandy. If we 
are to have Chopin in orchestral dress let it 
be in full lushness say I and both of these new 
discs give us this. I am inclined to favour the 
complete version if only because on the reverse 
is the Graduation Ball ballet arranged by Dorati 
from the music of Johann Strauss II. In both 
cases the recorded tone has plenty of fat in it, 
which I like, and the playing of the Strauss has 
more of the Viennese lilt and displays’ more 
affection than one often gets from American 
orchestras whose efficiency tends to be rather 
cold-blooded when sentiment is not over- 
emphasised. 

Another record in which over-sentimentali 
is successfully avoided is Col. SED5539 con- 
taining four bands from the long-player called 
“Favourite Music of Eric Coates’”’ which I 
reviewed in September last (3381092) and 
which was issued to commemorate the com- 
poser’s 70th birthday. If I cannot have Eric 
Coates himself in charge I would rather have 
Charles Mackerras than anyone else I can 
think of. 

I am astonished to find myself preferring this 
month the Hallé Orchestra conducted by 

e Weldon to the same orchestra under 
Sir John Barbirolli. On Pye CEC32002 the 
former gives three movements from Khatchatu- 
rian’s Gayaneh' Suite. They are “ Lullaby”’, 
** The Dance of the Young Maidens’? and, of 


course, the ever-popular “Sabre Dance”’ ; 
Rimsky-Korsakov’s Flight of the Bumble Bee is 
added for good measure. I have heard the 
‘“Sabre Dance” played with more fire and 
élan but apart from this everything is admirable. 
The muted strings in the Rimsky piece are 
remarkably life-like. 

On the other hand Sir John Barbirolli in a 
programme of the music of Johann Strauss I and 
II pulls the rhythm about too much for my taste. 
The titles are Die Fledermaus Overture, Radetzky 
March, Pizzicato Polka and Perpetuum Mobile and 
better versions of all four of them are available. 

Johann Strauss II and his brother Josef sound 
much happier as played by Salmhofer and the 
Vienna Symphony Orchestra on Philips 
NBE11040. Wo die Zitronen bliihn is one of the 
most charming of the former’s less-known 
waltzes and Aquarellen by Josef is noteworthy 
for its full-dress introduction. 

45 EPs of marches come from the bands of 
H.M. Grenadier Guards and H.M. Scots 
Guards under Major F. J. Harris and 
Lieut-Col. S. Rhodes respectively and choice 
between them is only a matter of which pro- 
gramme is preferred for both bands are in fine 
form and very well recorded. The former plays 
Hearts of Oak, Alford’s The Great Little Army, 
Walford Davies’s R.A.F. March Past, A Life on 
the Ocean Wave, O Canada, Waltzing Matilda and 
Changing of the Guard, which, by the way, is 
by Flotsam and Jetsam (Decca DFE6390). 
The latter’s titles are H.M. Jollies and On the 
Quarter Deck, both by Alford, The Queen’s 
Guard, by Keith, and Steck’s Birdcage Walk 
(Col. SED5538). 

On looking back I am reminded that my 
first review of band records for THE GRAMO- 
PHONE, in February, 1925, included records by 
both these bands, then conducted by my old — 
friends George Miller and F. . Wood 
respectively. The former. was then on the 
Columbia label and the latter on Velvet Face. 
It is, incidentally, rather a sad commentary on 
the choice of much of the music played by 
military bands today, that, in 1924 we were 
given three separate recordings of Holst’s 
Military Band Suite No. 2 in F and one of the 
Folk Song Suite of Vaughan Williams. 

Another record from the Grenadier Guards 
Band, LP this time, is called “ Holiday in 
England” (Decca LK4181). Note please that it 
is specifically England, not Britain. This is a 
jolly affair with a baker’s dozen of titles, all 
separately banded, ranging from Ansell’s 
Plymouth Hoe Overture, a selection from Merrie 
England and a famous march to Yorkshire’s 
Ilkla Moor, Northumberland’s Blaydon Races, 
Sussex by the Sea, the Eton Boating Song and other 
tunes that are universally known but have a 
particular local interest. 
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Brunswick’s Holiday in the Dominican Republic 
does little to attract me to go there. It consists 
of a dozen dance tunes (mostly “‘ merengues ”’) 
played by two local bands. Two or three of 
them are attractive but to hear the lot in 
succession becomes a bore and if not intended 
to be so heard why put them on a long-player ? 
(LAT8183). 

Gwen Catley’s pure voice and straight- 
forward, seemingly artless, style are perfectly 
suited to four songs from erstwhile popular 
operettas. They are “ The Amorous Goldfish ”’ 
from The Geisha, the “‘ Letter Song”’ from 
Merrie England, the “ Violin Song” from Tina, 
in which the solo violin is a trifle thin, and 
“‘ Arcady is ever young”’ from The Arcadians. 
This is the best record in its field that I have 
heard for many a day (Pye CEC32001). 


Also to be recommended for its forthright 
and straightforward singing and good tone is 
Kenneth McKellar in the Skye Boat Song and 
the Lewis Bridal Song on Decca 45F 10901. 

The sleeve note of M.G.M. EP592 explains 
that Cantor Bela Herskovits sings two songs 
associated with the Jewish New Year—Kol 
Nidre and Kidush—in a style that would not 
be heard in an Orthodox Synagogue. In 
statutory services instrumental accompaniments 
are not permitted but those provided here will 
appeal to many. The former is well known 
from Max Bruch’s famous work for ’cello and 
orchestra and the latter has a somewhat 
similar haunting appeal. 


Puttin’ on the Style is the titie of the first of a 
baker’s dozen of songs sung by the Gateway 
Singers on Brunswick LAT8176 and is also 
used as the title of the record. The songs are a 
mixture of folk music, ballads and spirituals. I 
confess I feel the style put on is a bit corny. 
I have heard, for instance, far more attractive 
versions of the popular Fair Maiden (“I'll go 
no more a’rovin’’’), and is the calypso on 
Grace Kelly called Monaco altogether in good 
taste ? It doesn’t seem so to me, but I may be 
old fashioned. 

Finally I have two children’s records. On 
Nixa CMT34000 the Hull Orpheus Child- 
ren’s Choir is quite delightful in 17 short songs 
all of which are eminently suitable for children 
to sing, which is not always the case as a visit 
to some of the school music festivals will 
demonstrate. Included are some of the Milne- 
Fraser Simson Christopher Robin songs and 
several traditional songs in the excellent Baring- 
Gould-Cecil Sharp arrangements. A splendid 
disc, and congratulations to the choir’s conduc- 
tor, Winifred Ashton, for her cultivation of 
such good diction. 

I recently praised as highly as I could a 
record for children made by Norman Shelley. 
This is now followed by another, in which 
Mr. Shelley tells The Story of Noah (Philips 
CRBI1001). Both the record itself and the 
coleurful booklet, designed by a young artist 
Maureen G. Sullens, are first class, a verdict 
confirmed by several of my friends in the age 
group 6-8. 

At the last minute come my first contingents 
of Decca’s R.C.A. and E.M.I.’s Capitol 
records. As there are three of each and as they 
arrived simultaneously let us take them in 
alphabetical order. Readers will know of 
Capitol’s system of awarding the “ Full 
Dimensional Sound ”’ rating to such of their 
records as pass a stringent test for quality of 
recording. To start with at any rate E.M.I. 
proposes to issue only such records as have 
been awarded the accolade although some that 
have failed to reach the requisite standard are 
issued in America. 

My first impression (and shortage of time 
permits of no more now) of the Capitol record- 
ing as a whole is that it is brilliant, possibly 
even to the point of starkness sometimes. That 
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this is deliberate I have no doubt and those 
who find that it tends to sting can easily tame 
it by the intelligent use of the controls. 

Another first impression is that the difference 
in tone quality obtained from the same record 
when played on equipment of varying standards 
is greater than is the case with most records. 
This suggests that the “ F.D.S.”’ award is not 
a mere selling or trade gimmick but a genuine 
attempt at an honest assessment. 


Now for the three records I have. All are 
orchestral, played by the Hollywood Bowl 
Symphony Orchestra and the music would 
appear to have been selected with one eye on 
the virtuosity of the orchestra and the other on 
the brilliance of the recording to which I have 
referred, not forgetting, however, that the 
occasional interpolation of something sweetly 
sentimental acts as an appetiser for more 
brilliance. 

John Barnet is the conductor in “ Starlight 
Encores”’ (P8296) which includes Ponchielli’s 
Dance of the Hours, Tchaikovsky’s Marche Slave 
and Andante Cantabile, the latter from the 
** Quartet No. 1 in D”’, Offenbach’s Orpheus 
in the Underworld Overture, the Danse Macabre of 
Saint-Saéns, and THE Hungarian Rhapsody of 
Liszt. 

Carmen Dragon conducts in the other two 
records. ‘“ L’Italia’’ contains many of the 
melodies associated with that country, but it 
seems 2 little odd to start the second side with 
the Finale (only) from Tchaikovsky’s Capriccio 
Italien. Other items are a fantastically complica- 
ted but thoroughly enjoyable arrangement: of 
Funiculi, Funicula, Paganini’s Moto Perpetuo, in 
which there is some exciting massed strin 
playing, the Intermezzo from Caz., the Hoff- 
mann Barcarolle and several songs made 
familiar to us by Caruso and his successors 
(P8351). 

P8314 is called “La Danza” and I am 
inclined to like it best of all. Apart from the 
Rossini-Respighi tune which gives its name to 
the disc, the music is chiefly by Spanish com- 
posers or associated with Spain. The com 
include Albéniz, Falla, Ravel (the Habanera 
from Rhapsodie Espagnole) Massenet (the Castil- 
lane from Le Cid) etc. 

My R.C.A. records cover a wider range of 
variety. First and foremost is a fine recording of 
excerpts from the Casse Noisette Suite of 
Tchaikovsky (RD27010). This should appeal 
very strongly to those who do not want the 
complete ballet but would like more than the 
suite usually heard. Here we have the suite 
usually played plus many other movements. 
Arthur Fiedler conducts the Boston Pops 
Orchestra in this. So far'as the movements 
we know best are concerned, this does not 
replace the Beecham record, but even in these it 
is a worthy second. 

My taste may be odd, but I confess that I 
prefer gypsy music in sophisticated form to 
much of what passes as the real thing. I am 
therefore properly enthusiastic about a group 
of ten titles called “* Wandering Gypsies ”’ and 
played by Mischa Michaeloff and his 
Svmovhonic Gypsies of B.B.C. fame on 
RD27004. In particular I find Caravanne 
Caucasienne, Tchubchik, Trepak Russe and Valse 
Vagabond very attractive. 


My last R.C.A. record is from the sound 


track of the film The Spirit of St. Louis, a Cinema- 

Scope and Warnercolour film based on the 

famous book by Charles A. Lindbergh and 

telling of his flight across the Atlantic thirty 

years ago in what now seems a tiny aeroplane. 

It , only 27 feet in length with a wing span of 
eet. 

Alas I have not seen the film, and when I 
first put on this record I expected to hear 
voices, particularly that of James Stewart, 
as well as music. There is nothing but orchestral 
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music however, played under the direction of 
the composer, Franz Waxman. The story of 
the flight is told in nine movements the titles 
of which are ‘“ Prelude”, “ Building the 
Spirit’, ““ New York to Cape Cod’’, “ Nova 
Scotia ’’, “St. John ’’, “ Asleep ’’, “ Ireland ’’, 
“* Plymouth ”’ and “ Landing at Le Bourget ”’. 
It is therefore a narrative story in music, and a 
mightily interesting one too. It is not told in 
the music of the time the flight was made, it 
could not have been written then. The music © 
is that of the middle of the century, but I see 
no anachronism in this any more than I do, 
say, Strauss’s Don, Quixote. I am no great film 
fan but this disc has fired me into wanting to 
see The Spirit of St. Louis. 

Other last minute arrivals include a very 
attractive collection of German folk and other 
songs sung in the main by Margot Guilleaume 
and Robert Titze, with the Choir of the 
State High School for Music, Cologne, and 
an orchestra conducted by Ferdinand 
Schmitz. The title of the record is “ Das 
Deutsche Lied ’’, there are nearly forty songs 
and they are divided according to the region 
from which they originate into six bands. I 
cannot imagine a better record of its kind than 
this (Telefunken LGX66068). 

In the very earliest days of electric recording, 
nearly thirty years ago, Sir Hamilton Harty 
conducted 250 children from the Elementary 
Schools of Manchester in a record which 
seized public imagination as few records have. 
The songs were Purcell’s Nymphs and Shepherds 
and the dance duet from Hansel and Gretel. This 
has been successfully dubbed on to a 45EP and 
will doubtless have the new lease of life it 
deserves, with Brother James’ Air and “O 
Lovely Peace’ from Handel’s Judas Maccabeus 
sung by the Choristers of St. Nicholas 
College, Chiselhurst on the reverse (Col. 
SEG7705). 





Motor Racing 

Apart from the steady flow of gramophone 
records having a universal appeal there are 
some of a more specialist nature which reach 
us from time to time. The latest are two 
10-inch 78 r.p.m. discs made by Anthony Curtis 
of 113 Longdown Lane South, Epsom, Surrey, 
featuring the sounds associated with Motor 
Racing. AC1026 may be even classed as 
** musical ’’, at least to enthusiasts, for it con- 
tains the sound of the fabulous 16 cylinder V-8 
B.R.M. recorded on the Goodwood Circuit. 
AC1028 contains a sound picture, with com- 
mentary, of the Seventh British Grand Prix at 
Silverstone. Considering the conditions under 
which the recordings were made the quality is 
good. The records are priced at 12s. 6d. each. 


Cook-Caribbean 

Readers may recall the records issued by 
Nixa some years ago which were taken from 
the ‘‘ Cook—Sounds of Our Times ” catalogue 
and may also have noted with interest the 
contents of some of the specialist records issued 
in America by this company. An associate of 
the American company is now located in 
Trinidad and is specialising in “* on-the-spot ” 
recordings of typical West Indian music— 
Cal , Steel Bands and Drums. Also there 
is a series entitled “‘ Road Recordings ”’ which 
carry authentic music of the countryside. One 
disc is entitled Mariachi Music of Mexico and 
even emphasises on the sleeve the importance 
of appreciating the specialist nature of the disc 
which cannot be exchanged after purchase. 
These are not commercial records in the true 
sense of the word, but they do contain the 
authentic sounds which are well-captured and 
well-presented. Full details of the records can 
be obtained from Cook-Caribbean Ltd., Port 
of Spain, British West Indies. 





